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Let  Me  Say  at  the  Outset  .  .  . 


“With  chiselled  toueh/The  stone  unhewn 
and  cold/Becomes  a  living  mold. /The  more 
the  marble  wastes/The  more  the  statue 
grows/'  Thus  wrote  a  poet  four  hundred  years 
ago.  He  was  also  a  scientist,  architect  and 
engineer,  but  even  better  known  as  a  painter 
and  sculptor  He  was  a  genius — and  probably 
the  greatest  artist  that  ever  lived,  Leonardo  da 
Vinci  (1452-1519).  He  frequently  said  that 
sculpture  was  the  highest  of  the  arts. 

Second  only  to  Leonardo  was  Michelangelo 
Buonarroti  (1475-1564),  also  architect,  engi¬ 
neer,  scientist,  pointer  and  sculptor,  who  said, 
“Sculpture  is  the  queen  of  the  arts;  the  others 
are  but  handmaidens.  It  creates;  the  others 
merely  imitate/" 

Longfellow,  writing  of  Michelangelo,  echoes 
this  opinion:  “Sculpture  is  more  than  paint- 
mg.  It  is  greater  to  raise  the  dead  to  life  than  to 
create  phantoms  that  seem  to  live/1  Similar 
sentiments  have  been  echoed  by  many  au¬ 
thors.  Karin  Michaelis,  in  Little  Troll  de¬ 
scribes  her  visit  to  Ivan  Mestxovich:  ♦  •  the 
small  and  slender  sculptor  of  giant  heroic 
figures.  I  had  seen  many  of  his  works  in 
European  museums.  But  when  he  took  me 
around  to  his  studio,  I  was  surprised  to  see 
woodcarvmgs,  in  addition  to  the  marble,  clay 
and  bronze  figures  I  had  expected.  He  told  me 
in  his  soft,  pleasant  voice,  that  he  loved  to 
work  in  wood  best  of  all.  Since  Donatello.  I 
have  never  seen  faces  carved  in  wood  with 
such  vitality,  so  much  humanity,  and  such 
power/* 

Richard  Llewellyn,  in  Ho  tv  Green  Was  My 
Valley .  writes:  “I  found  little  joy  in  working 
with  iron,  for  it  had  no  will  of  its  own  A  pump 
on  the  bellows,  a  heat  blown  pale,  and  out 
comes  your  iron  like  a  slave,  ready  to  be  hit  in 
any  shape  you  please.  In  wood,  you  must  work 
with  care,  and  respect,  and  love.  For  wood  has 
soul  and  spirit,  and  is  not  at  the  mercy  of 
triflers.  One  slip  of  your  chisel  in  carelessness 
or  ignorance,  one  shave  too  many  with  your 
plane,  and  your  work  is  ruined  and  fit  only  for 
burning/' 

We  who  carve  wood  obviously  have  a  rich 
heritage.  It  is  an  achievement  to  produce 
something  of  beauty  and  strength  in  wood,  and 


more  of  an  achievement  to  create  something 
new  and  different.  But  many  of  us  are  impa¬ 
tient;  because  we  come  to  woodcarving  with 
known  manual  skill,  we  expect  to  become 
instant  sculptors.  This  is  usually  not  to  be. 
Even  Leonardo  and  Michelangelo  spent  years 
in  study  and  practice  before  they  achieved 
acclaim.  So  did  Rie  men  Schneider,  Gibbons, 
Durer  and  the  other  greats.  First  they  copied 
and  learned. 

This  is  my  purpose  here;  to  provide  such 
help  as  I  can  to  anyone  interested  in  shaping 
wood  into  objects  of  beauty  I  have,  in  previ¬ 
ous  books,  detailed  the  fundamentals  as  well 
as  I  know  how;  it  is  my  intention  here  to 
provide  more  ideas,  more  designs,  more  start¬ 
ing  points.  In  the  interest  of  providing  addi¬ 
tional  examples,  I  have  avoided  step-by-step 
detailing  on  most,  limiting  my  explanations  to 
those  steps  or  procedures  that  I  feel  may  be 
different  or  require  especial  care  and  attention 
or  skill*  Most  of  the  designs  are  new;  some, 
however*  are  old  and  hallowed  but  not  readily 
available.  As  in  earlier  books,  I  am  not  devot¬ 
ing  myself  to  masterpieces  “for  inspiration1* 
(and  little  else,  as  far  as  most  of  us  are 
concerned).  Instead.  I  will  concentrate  on 
smaller  works  of  people  all  over  the  world  who 
may  b  rnnre  gifted  or  inspired  than  we  but  in 
many  cases  are  no  better  craftsmen.  My 
search  has  been  for  ideas,  not  for  talent:  for 
source  material,  not  for  unattainable  ideals. 

As  in  The  Modern  Book  of  Whittling  and 
Woodcarving  (1973),  most  of  the  drawings  are 
ha  If -sized  patterns,  with  at  least  two  views  for 
m-the-round  pieces.  They  can  be  enlarged 
easily  by  photostat  or  the  method  of  squares 
(see  page  90).  They  are  grouped,  as  far  as 
feasible,  by  subject,  difficulty  and  technique; 
the  examples  become  more  difficult — at  least 
in  my  opinion — as  you  go. 

So:  for  those  of  you  who  are  impatient  with 
the  sameness  of  our  mass-produced  world,  and 
want  to  express  yourself,  here  are  ideas  from 
all  over  the  earth  with  my  sincere  and  admir¬ 
ing  thanks  to  those  artists,  named  and 
unnamed,  who  created  them.  Turn  the  page, 
and  you're  on  your  own.  Good  luck,  and  happy 
carving! 
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^  Christmas  Ornaments  for  Fun  or  Profit: 

Silhouettes  Are  the  Key  to  Success 


Christmas  decorations  are  excellent  exercis¬ 
es  for  tyro  whittlers  and  can  be  first-class 
problems  for  the  skilled  woodcarver,  depend* 
mg  upon  the  design  and  the  detail.  For  at  least 
a  two-month  period  every  year,  newspapers 
and  magazines  are  filled  with  potential  pat¬ 
terns.  People  decorate  for  Christmas  more 
than  for  any  other  holiday,  so  your  products 
can  be  given  as  presents  or  sold  with  consider¬ 
able  ease.  (I  know  several  carvers  whose 
Christmas  trees  have  only  whittled  orna¬ 
ments.)  A  mere  silhouette,  painted,  is  perfect¬ 
ly  acceptable,  and  minor  crudeness  in  design 
or  execution  is  considered  "primitive”  anti 
hence  allowable 


The  designs  I  have  drawn  here  are  less 
familiar  ones,  many  of  them  from  foreign 
countries,  but  they  have  the  characteristic  that 
they  can  be  done  as  simple  two-dimensional 
silhouettes,  as  low-relief  carvings,  or  as  fully 
in-the-round  designs  in  most  cases,  and  the 
amount  of  detail  can  suit  your  own  desire  or 
skill.  And  they  are  not  shapes  that  will  be 
found  in  the  usual  store  displays  or  whacked 
out  in  plastics — at  least  at  the  time  this  is 
written. 

While  Germans  produce  all  sorts  of  decora¬ 
tions  for  Christmas  trees,  other  nations  tend  to 
stress  the  Nativity  and  thus  produce  a  great 
many  designs  of  the  three  Magir  the  Holy 


Tfie$c  cmrmmc-n*i  me  whittled  from  thin  white 
ptnc  and  painlcd  in  bright  colon*.  They  enn  also 
be  surWe^arved  tit  chip-carved*  if  preferred,  to 
improve  shadow  effects,  but  they  are  logic  M  sub¬ 
ject*  tot  prune  mg  so  they  Cnn  frond  out  against  any 
Imkur.  -Mild  The  group  pt  upper  lefi  includes  two 
fiEwres  not  tkOfdwd.  a  foreshortened  owl  and  a 
jwief  mtido  from  ihfivingt.  The  owl  ik  a  design 
different  from  most  nod  enn  be  made  in  I  he  round 
and  fintshisf  with  cur  fed-chip  indication  of  the 
leathers,  or  with  gouge  ents.  It  will  also  make  n 
pood  desk  o moment,  if  ret  on  u  base.  Th*  human 
figure  is  ii'1 1  Santa  Claus,  but  a  Mngus  wearing  o 
crown  and  a  lony  robe  He  carrsc*  conventional- 
«rd  fruit  rnlh*rr  than  frank  intense  m  myrrh  in  the 
Usual  etahor  ale  casket  or  jnr 
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Family  and  the  like.  In  the  pane!  of  drawings, 
the  two  silhouettes  at  upper  left  and  the  group 
at  center  right  illustrate  this.  They  come  from 
the  Philippines  and  were  originally  done  in 
transparent  capiz  shell  bound  in  brass,  but 
they  can  be  made  of  wood  just  as  readily. 
Other  forms  of  the  three  Magi  are  the  modern 
group  at  center,  the  panel  at  lower  right  and 
the  traditional  form  at  left  center,  all  from 
Mexico,  as  are  the  three  angel  patterns  at 
renter  left  and  the  tree  with  star  at  lower  left. 
These  were  made  in  both  tinplate  and  wood, 
painted.  The  angel  with  trumpet  at  lower  right 
is  an  American  Colonial  design,  now  also 
appearing  in  Mexico,  and  the  twin  angels  at 
the  bottom  can  be  extended  to  as  long  a 
decorative  strip  as  you  like,  with  color  varia¬ 
tions  to  suit  your  fancy.  The  angel  just  above 
the  twins  is  very  interesting;  it  is  made  from 
thin  veneers  or  shavings,  the  body  being  a 
cone,  and  the  wings  and  arms  shaped  pieces, 
all  glued  around  a  whittled  head  that  can  be 
detailed  or  just  a  painted  ball. 

The  miscellaneous  group  at  upper  right  are 
South  European  in  origin  and  decoration,  and 
can  be  used  as  Christmas  tree  ornaments, 
window  decorations,  parts  of  a  mobile,  or  as 
pendants  from  light  fixtures  and  the  like.  In 
their  original  Form,  most  were  thin  wood, 
painted  on  both  sides,  but  the  unicorn  and  two 
of  the  birds  were  cloth  and  were  triangular  in 
cross -sect  ion — and  were  made  in  Taiwan,  I 
have  included  them  here  both  because  of  their 
unique  design  and  to  suggest  the  triangular 


shape,  thicker  at  the  bottom,  as  an  interesting 
variation  on  flat  silhouettes.  The  three  elabo- 
rate  enameled  birds  at  left  bottom  are  carved 
in  various  shapes  in  Mexico  and  Guatemala 
and  decorated  in  multiple  colors,  and  the  buck 
near  them  is  a  familiar  Christmas  ornament  in 
Scandinavia,  A13  are  in-the-round  in  the  origi¬ 
nal  form  and  are  made  in  various  materi¬ 
als— and  the  buck  was  woven  in  straw! 

Familiar  figures  also  make  good  sub¬ 
jects — witness  the  snowman  (and  snowwoman) 
at  bottom  and  the  hobby-horse  at  bottom 
right.  There  are  also  a  number  of  bell  forms, 
the  standard  one  (shown  in  a  group  of  four  as  a 
decoration),  the  ball -shaped  ones  once  so  com¬ 
mon  for  sleigh  bells,  and  the  Swiss  cowbell 
(lower  left).  The  latter  one  was  commonly 
carved  from  wood,  so  it  had  a  deeper  tone  than 
conventional  bells.  It  makes  a  complicated 
hollowing  problem  if  carved  in-the-round  un¬ 
less  you  make  it  in  halves  and  assemble  by 
gluing.  All  these  figures,  incidentally,  should 
be  suspended  by  a  single  thread;  I  prefer 
nylon  filament  glued  into  a  tiny  drilled  hole.  In 
some  cases,  1  have  indicated  the  approximate 
balance  point  with  a  small  arrow;  it  will  vary 
with  your  whittling,  nf  course, 

Al!  these  figures  can  he  laid  out  easily  on 
thin  wood  and  sawed  to  shape,  then  cleaned 
up  and  painted,  or  they  can  be  carved  from  a 
flat  piece  or  a  block.  I  would  suggest  painting 
them  with  colors,  so  they  will  be  readily  visible 
and  contribute  their  share  to  the  holiday 
cheer. 


Tlieiwf  5-in.  unfceK  w*ru  fm«le  by  Donald  M  Fennei.  Herkimer  N  Y 
of  l  ‘i  in.  while  pine.  The  bend  r»  n>uiid*d  with  ifa  b,iir  carved  like  j 
Dutf  h -bobbed  wig,  hi^h  on  the  forehand-  The  face  is  fanner  iJtmi  normal  and 
concaved  sltghlly  to  accent  the  Jtjw  Eyes  rind  mouth  are  pnmted  on  The 
'icwiK  sheet  a  varv.-'jr  Bel  w — Mexican  (<mntc  J  fards  and  ad  l  dor  Ruspiti: 
"Fjyherr  Frr>>t.“  whn  rimfjtttftv*  htp.ins  tn  fesritibEr  our  Clout 
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^  Molds  for  Butter  and  Cookies: 

Intaglio  Designs  Are  Easy  Exercises 


In  these  days  of  oleomargarine  and  fast-food 
service,  of  TV  dinners,  vitamins,  weight  and 
cholesterol  consciousness,  it  is  surprising  to 
find  the  good  old-fashioned  butter  and  cookie 
molds  still  extant.  They  are  relics  of  the  days 
of  formal  food;  all  northern  European  coun¬ 
tries  produced  and  used  them:  Germany  (re¬ 
member  the  pictures  pressed  into  Spring- 
er/e?),  Denmark,  Sweden,  Norway,  England, 
Wales.  And,  from  these  sources,  we  in  Ameri¬ 
ca  also  used  them,  particularly  among  the 
people  of  English  origin  along  the  East  Coast 
and  the  Pennsylvania  Dutch,  Nowadays, 
you'll  find  the  cookie  press  or  roller  in  “old- 
fashioned  country  stores"  and  the  butter  molds 
rn  gift  shops  (or  in  the  luggage  of  travelers 
returning  from  Scandinavia;  these  molds  are 
to  be  looked  at  more  than  used.) 

Both  cookie  and  butter  molds  have  a 
peculiarity:  They  are  usually  carved  in  inta¬ 
glio  so  the  product  has  a  raised  design  rather 
than  an  inset  one.  For  the  carver,  this  offers  an 
interesting  variation  from  the  usual  raised 
design,  and  patterns  range  from  the  very 
simple  to  the  very  complex,  so  some  can  be 
chosen  to  meet  any  level  of  skill  Some  can  be 
carved  with  the  knife  alone:  others  go  much 
better  with  gouges  and  a  veiner  or  V-tool.  In 
every  case,  however,  it  is  essential  to  have 
sloping  sides  on  the  design  and  a  smooth 
finish.  Many  of  the  designs  are  symbolic  or 
reminiscent  of  an  area,  but  others  feature 
coats  of  arms,  family  crests,  elaborate  flower 
or  animal  patterns  and  chip-carved  variations. 
The  best  of  them  all  are  the  simplest,  particu¬ 
larly  for  the  cookie  molds,  because  the  cookie 
itself  is  porous  and  does  not  hold  detail  too 
well. 

I  have  drawn  a  number  of  designs  from 


various  countries  and  of  varying  degrees  of 
complexity,  as  well  as  the  more  elaborate 
forms  of  butter  press.  Some  consideration 
must,  of  course,  be  given  to  final  form  of  the 
stamp  before  the  design  is  laid  out  on  wood. 
Cookie  stamps  fall  into  five  basic  forms: 

1.  A  single  stamp  of  some  regular  geometric 
shape,  possibly  enclosed  by  a  sleeve  which 
retains  and  sizes  the  butter  pressed  into  the 
mold  and  can  be  slipped  back  to  release  the 
finished  pat 

2.  A  large  disk,  to  form  the  top  of  a  large  block. 

3.  A  four-sided  box  with  a  top,  all  hinged 
together,  and  which  produces  butter  cubes 
with  designs  on  the  five  visible  sides, 

4.  A  four-sided  hinged  “fence"  with  a  design  in 
each  panel,  which  can  be  closed  and  locked 
with  a  pin,  and  a  top  carrying  a  design  also 
which  fits  over  the  dosed  fence. 

5.  Two  mating  plates  having  opposite  halves 
of  a  figure  which  has  its  own  silhouette,  rather 
than  a  pat  shape. 

Most  of  these  are  made  from  pine  or  bass¬ 
wood,  so  must  not  be  wetted,  or  the  wood 
swells  and  makes  difficulties  with  the  fitting, 
(The  trick  is  to  have  the  butter  hard  enough  to 
press  in  and  not  to  stick.)  The  commonest  is 
the  first 

Cookie  molds,  on  the  other  hand,  are  much 
more  simple,  because  they  are  usually  used  to 
press  the  design  into  the  hot  surface  of  the 
cookie  as  it  comes  from  the  oven,  or  to  press 
the  design  into  the  raised  cookie  just  before  it 
goes  into  the  oven.  Thus  the  simplest  form  of 
cookie  stamp  is  just  that:  a  block  or  disk, 
usually  larger  than  a  butter  stamp,  with  a 
handle  for  convenience.  For  multiple  impres- 


Two  cookiv  molds  ond  batter  mold,  Tlwi  «i 
IVir  right  is  for  butler  puts,  with  slueve.  m  tlfc 
traditional  pineapple  dr?.rgn.  TIk?  eentvf 
mold,  of  the  gtfntr  design,  lv  to  press  on  hot 
ginger  cookies  and  h  about  2'/-  in  in  dime¬ 
ter.  of  pme.  The  crots-hatclied  pntiem  wns 
madi*  not  b>  vemer  cuts,  but  by  individual 
imputations.  This  mid  the  left-hand  mold  1 
■  mule  lor  ihe  local  historic  ill  society:  (he  left- 
hnnd  one  impresses  it*  rot  me  mid  the  shape 
of  I  he  pomwuitM  on  cookie*  over  3  in.  in 
diameter  it  is  el  primavera. 
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sions,  the  patterns  may  be  cut  into  a  wood 
panel  divided  into  squares  which  can  also 
divide  a  cookie  block  into  appropriate  squares; 
or  a  rolling  pin,  which  has  the  designs  worked 
into  its  surface  so  it  can  be  rolled  over  a  sheet 
of  dough  or  cake. 

In  making  any  design,  the  secret  is  to  pre¬ 
serve  an  adequate  slope  on  the  sides  of  each 
cut  so  the  butter  or  cookie  will  not  stick  in  the 
channels.  The  greater  the  slope,  the  easier  the 
parting  and  the  less  distinct  the  design,  so  a 
happy  medium  must  be  found.  Gouge  cuts, 
unless  made  with  a  very  deep -sweep  gouge, 
are  naturally  sloped  on  the  side  walls,  as  are 
V-tool  cuts.  But  veiner  cuts  must  not  be  too 
deep,  and  knife  cuts  must  be  clean-walled  and 
without  corner  and  bottom  slivers. 

This  all  assumes,  of  course,  that  the  carvings 
are  to  be  used.  If  the  designs  are  made  instead 
as  decorations  for  a  box,  tray,  or  other 
object — even  a  ring — the  sidewalls  can  be 
vertical.  But,  if  the  carving  is  to  be  used  as  a 
pattern  for  gingerbread  men  or  similar  figures 
to  be  convened  into  metal  molds,  due  allow¬ 
ance  must  again  be  made  for  “draw."  In  this 
case,  however,  the  pattern  will  usually  be 
carved  in  relief,  so  the  slope  or  draw  allowanc¬ 
es  on  vertical  surfaces  must  be  reversed. 
(There  was  a  time  when  it  was  quite  fashiona¬ 
ble  to  have  your  own  molds  of  brass  or  cast 
iron  for  gingerbread  and  ca kes,  or  of  nickel- 
silver  for  chocolate — all  made  from  carved 
wooden  patterns.  Now,  such  molds  fnr  ginger¬ 
bread  can  be  purchased  at  places  like  Wil¬ 


liamsburg,  but  usually  they  are  hung  on  the 
kitchen  wall  rather  than  used.) 

F or  patterns,  and  for  cookie  molds,  a  harder 
wood  like  maple  or  cherry  will  work  better 
than  pine.  This  is  also  true  of  butter  molds 
made  with  a  sleeve;  apparently  the  denser 
wood  has  less  tendency  to  stick.  Also,  in  the 
case  of  the  sleeved  mold  for  butter,  it  is  quite 
usual  to  turn  the  elements  in  a  wood  lathe,  so 
that  the  design  must  be  carved  in  end  grain. 
This  offers  no  particular  problem,  if  you  keep 
your  tools  sharp;  in  fact,  it  reduces  the  likeli¬ 
hood  of  slivers  and  vertical  lines,  since  the  end 
grain  tends  to  break  out  slightly  at  the  surface. 

The  same  designs  and  principles  can  be 
applied  to  molds  for  other  purposes — for  jel¬ 
lies,  aspics  and  other  foods,  plaster,  plastics, 
soap,  rubber.  In  such  cases  it  is  better  to  finish 
the  interior  with  a  smooth  and  impervious 
coating  to  prevent  sticking.  These  intaglio 
designs  can  be  made  also  in  better  woods,  like 
mahogany  or  walnut,  to  be  finished  by  var¬ 
nishing  and  waxing  and  hung  as  decorations. 
In  this  case,  of  course,  it  is  unnecessary  to 
provide  “draw"  or  slope  on  the  sides  and 
designs  can  be  deeper;  thus  sharper  shadows 
can  be  obtained. 


Thcte  fi  v<j- jTfirt  mold!  pro¬ 
duce  butler  block -i  with 
dev ik tm  all  four  sides 
flnd  toj*.  They  ore  tom- 
pared  hurt?  for  sire  wiih  s 
mold  For  ppK  The  mold 
below  n  *  complex  fill  my 
and  htngiiiK  job,  which 
IVc  found  bettor  for  dis- 
plsv  than  for  use. 


^  Chip  Carving:  Ancient  and  International: 

Interest  Is  Reviving  in  This  Simple  Craft 


Chip  carving  seems  to  have  been  a  sponta¬ 
neous  expression  of  man's  desire  to  express  his 
appreciation  of  utilitarian  objects  by  decor¬ 
ating  them.  It  antedates  more  formal  carving 
and  seems  to  have  been  developed  indepen¬ 
dently  in  many  areas.  It  has  been  familiar  for  a 
thousand  years  or  so  in  Europe,  particularly  in 
Holland,  Germany  and  Scandinavia;  it  was  in 
fact  called  “Friesland'1  or  "Friesian”  carving 
because  of  its  prevalence  in  that  area  of 
the  Netherlands,  The  Pennsylvania  Dutch 
brought  it  to  the  United  States,  as  they  did  its 
companion,  so-called  “tramp  carving.”  Rus¬ 
sian  peasants  used  it  on  their  mangle  boards  a 
hundred  years  ago  at  least.  And  Captain  Cook 
saw  it  in  the  South  Pacific  in  areas  where  the 
white  man  had  never  been  before. 

Chip  carving  is  essentially  geometric  and 
based  on  a  triangle  with  a  deeper  cut  apex.  It 
is  a  form  of  surface  decoration — so  the  trian¬ 
gles  can  he  arranged  in  patterns,  given  more 
elongated  shapes,  made  arcuate,  converted 


into  and  interspersed  with  special  shapes  or 
even  worked  into  quite  sophisticated  pictures. 
But  in  every  case,  the  form  is  essentially  a 
variation  of  the  triangle  and  the  individual  cut 
is  a  V-groove  of  some  sort.  Loose  use  of  the 
term  by  some  antique  hounds  for  other  kinds 
of  peasant  carving  or  folk  art  is  in  error,  just  as 
is  calling  it  tramp  carving,  of  which  I  will  show 
an  example  later. 

In  many  respects,  chip  carving  is  like  rug 
weaving;  if  is  an  exercise  in  patience  because 
it  consists  of  the  repetition  of  basically  the 
same  forms.  It  must  be  sharp  and  neat  and 
without  corner  splinters,  so  tools  must  be  kept 
sharp  and  must  be  carefully  handled,  and 
grain  direction  must  be  kept  constantly  in 
mind.  Chisels  can  be  used,  of  course,  but  on 
most  woods  a  stiff-bladed  knife  is  faster  and 
easier.  Any  blade  with  a  point  can  be  used,  but 
if  a  great  deal  of  surface  is  to  be  covered,  it  is 
advisable  to  buy  or  make  two  special  blades 
like  those  sketched.  They  can  be  ground  from 


Th*  pipe  rack  below.  3'v  7  I  7*  *  in.,  was 

made  as  a  combined  stage  property  and  chip 
carving  piece.  On  it.  I  combined  n  number  of 
Ixtstt  designs,  plus  an  eagle  and  the  el fl borate 
compartment  bd  TTie  r#mrK'  nl  fur  irft  K  Afri¬ 
can,  show*  dup  curving  combined  with  square* 
cut  through  a  dark  finish  on  light  wnud. 
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old  sawblades  Of  other  tempered  stool  and 
equipped  with  handles  that  leave  only  a  short 
length  of  blade  exposed.  The  skew-shaped 
blade  is  pushed  down  into  the  wood  for  1  to 
l/s  inch,  with  its  point  at  the  apex  of  the 
triangle  to  be  cut.  then  rocked  back  until  the 
edge  reaches  the  base  of  the  triangle.  It  is 
lifted  out  and  reinserted  at  the  same  point,  but 
this  time  aligned  with  the  opposite  side  of  the 
triangle  and  the  cut  repeated.  The  splitting 
knife  is  used  to  cut  out  the  wedge-shaped  chip 
thus  formed.  This  will  leave  an  incised  trian¬ 
gle,  deeper  at  the  apex  and  reaching  the 
surface  along  the  base  line.  And  so  on,  ad 
infinitum.  Each  triangle  should  take  only 
three  cuts  if  done  properly.  Only  when  elabo¬ 
rate  whorls  and  other  forms  are  carved  is  the 
skew-shaped  blade  moved  along  during  a  cut. 
And  only  when  flowers  or  other  breaks  in  the 
design  are  added  is  it  necessary  to  use  other 
tools,  then  usually  only  a  veiner. 

If  the  skew  blade  is  ground  with  an  included 
angle  of  60  degrees,  then  driven  vertically  into 
the  wood,  it  will  cut  a  line  about  30  degrees 
with  the  surface.  The  splitting  knife  can  be 
held  at  this  same  angle,  so  cut  triangles  are 


uniform  in  depth — which  is  important.  Chip 
carving  should  not  be  deep. 

The  second  design  to  try  is  a  larger  triangle, 
about  the  width  of  the  skew  blade,  roughly  Vn 
inch  on  a  side*  Draw  from  each  corner  a  line  to 
the  center,  and  cut  the  three  small  triangles 
thus  produced,  inserting  the  skew  knife  at  the 
center  for  each  parting  cut*  This  will  produce  a 
triangle  with  a  depressed  center*  (The  same 
technique  can  be  used  for  a  square  or  a 
hexagon  shape.)  Such  triangles  are  the  basis 
for  a  number  of  square  designs,  some  of  which 
^re  shown  on  boxes  illustrated  here.  The  third 
design,  a  rosette,  is  produced  by  drawing  a 
circle,  then  dividing  the  circumference  into 
15-degree  segments.  Using  each  of  the  cir¬ 
cumference  points  as  a  center  in  turn,  and  the 
same  radius,  draw  arcs  from  the  points  on  the 
circumference  to  the  center*  Every  other  one 
will  be  the  ridge  between  arcuate  triangles, 
the  alternates  the  valleys  of  triangles.  Draw 
your  splitting  knife  along  the  valley  lines, 
varying  depth  from  nothing  at  the  center  to  1  « 
in.  at  the  edge,  then  slice  in  at  an  angle  from 
the  ridge  line  on  each  side,  thus  removing  an 
arcuate  triangle.  It  requires  a  sharp  edge  and 


to 


Tftp  Irfl— Tramp-airvi-d  picture  tramp,  m*uk' m  rhc  lore  1800*  by 
Allen  Helmer.  Thu  pkiurv  m  Rlteul  cepfwr*  by  U*r*  Bkrs*orfi, 
Tramp  r#*rvmfc.  reputedly  tfone  by  trump*  in  mum  for  nn-ab. 
is  simply  nocks,  of  ihin^wood  iwlnugfc*  cf  rlhn-i ■  rmtiusg  sire,  each 
noulietf  fckrof  ih*  evlges.  Thm  frrnne  n  r*nrr  efnborEie  lhan  most 
£[».*  wus  no  tmmp),  hnvtnft  light  and  flurk  sec  lions  ond  n  combine- 
tioo  of  reclringuJar  pyramid*  m  the  comers  arxJ  ujnnjpil<*j  ones 
Hiring  the  \kU^  Ahovc-^Wnlmit  ttaiul  mirror,  made  by  Frank  Cote 
ohoiit  1920,  .mother  t stumpier  of  simple  design  and  technique  th«i 
work*  mil  to  b  dranmlit  piece.  Left  mkkllr  A  Chinese  box  w.th 
CKlremely  simple  but  face  pn  Items  A  few  line*  nirb  ,UCg*»l  fWuix 
Imw*.  harbor  scenes  with  sampmts.  While  the  design  laics*  sfctlf. 
!Iih  technique  is  qtme  JmipJv  Lrft — Toast  tong*  graduated  m 
difficulty.  The  upper  one  k  e  three-piece  ■^semhlv.  made  Of  longue 
dl-pretscM  nmi  nn  end  block,  Rhird  and  braddird-  Thi  middle  one  l* 
sections  ed  bamboo,  utilmng  ilw*  greater  thickness  of  the  joint  to 
produce  bit  mat  mg,  wedges,  which  re  rivaled  together  The  bo|- 
tom  orr  is  one  piece,  of  tenk,  unrt  JiOS  simple  rlccorniion  tA  flowers 
nrid  vines  on  the  sides.  These  CHfi  be  done  with  chip  carving  and 
added  veiner  lines, 


some  care,  because  you  are  crossing  grain,  but 
the  resulting  wheel  has  more  freedom  and 
movement  than  the  usual  geometric  pattern. 

Chip  carving  is  largely  variations  of  these 
three  patterns,  singly  or  combined  to  fit  an 
area.  I  have  shown  a  number  of  Die  variations 
in  the  pipe  rack,  which  I  made  for  a  Revolu¬ 
tionary  War  play  in  1949,  at  the  same  time 
including  as  many  chip-carving  patterns  as  I 
could  fmd  space  for  conveniently.  The  basic 
patterns,  however,  have  been  standard  for 
several  hundred  years  at  least — I  showed  as 
many  as  I  could  then  recall  in  Design  and 


Figure  Carving  in  1939  and  have  repeated 
them  here  merely  for  convenience, 

I  have  also  included  on  this  page  several 
designs  closely  allied  to  chip  carving,  of  which 
tramp  carving  is  currently  most  in  the  pub¬ 
lic  eye.  ft  is  an  extremely  simple  tech¬ 
nique — merely  a  series  of  notches  around  the 
edges  of  rectangles  of  diminishing  size  stacked 
into  a  pyramid.  The  wood  was  orange  crates  or 
cigar  boxes  (then  mahogany)  and  the  work 
reputedly  done  by  tramps  in  return  for  a 
handout.  The  example  I  have  pictured  was 
done,  however,  by  a  solid  citizen. 


u 


Instruments — And  Other  Noisemakers: 


Percussion,  Reed,  Wind  and  String 

Man  has,  for  millennia,  made  instruments  of 
one  kind  or  another  from  wood,  some  simply 
carved  to  shape,  but  many  decorated.  Some 
are  just  noisemakers  to  our  sophisticated 
ears — and  some,  like  the  drum,  are  primarily 
devices  for  producing  a  rhythm  rather  than  a 
variety  of  musical  tones.  The  drum,  perhaps 
the  oldest  of  instruments,  undoubtedly  grew 
out  of  the  observation  that  a  hollow  log,  when 
pounded,  will  make  a  resonant  sound,  and 
some  native  groups  still  make  (hem  that  wav, 
perhaps  adding  a  skin  head  so  the  pounding 
can  be  more  subtle.  Others  make  drums  by 
hollowing  the  log.  both  with  tools  and  with 
controlled  fire— just  as  they  make  dugout 
canoes  and  caskets.  While  African  native 
drums  have  hecome  most  familiar  to  us 
through  story  and  our  own  African-derived 
population,  hollow  log  drums  are  still  used  in 
remote  areas  of  Central  America  and  the 
South  Pacific,  as  a  means  of  communication  as 
well  as  a  source  of  music  A  more  modern 
variant  is  the  wooden  bell,  often  incorporating 
one  or  more  clappers,  as  in  Switzerland  and 
Thailand.  Another  lineal  derivative  is  the 

Left-High  in  lltr  mourn 
imrn  of  northern  Mexico, 
the  Trirflhumiuo  Indians, 
primitive  inciccessibte 
until  recently,  built  n  rep 
uLatio»  for  Ihctr  rrKturflture 
o*  tonu-di*Nnee  m  unurs 
end  fur  tfwrr  violins  This 
one.  which  plays  split*  wet! 
despite  lack  of  varnish  nr 
soundpo*!,  I  bought  for  $6 
lute  in  Ihr  ;;rxtbs.  ini  end- 
mi;  to  juirfBCC-Cfsrve  it.  It 
wna  cornjikrte  with  bow 
end  tdring* 


marimba,  which  apparently  originated  both  in 
Southeast  Asia  and  in  Africa  and  was  original¬ 
ly  just  a  series  of  wooden  bars  having  different 
tones.  This  same  basic  instrument  is  repre¬ 
sented  in  the  quite  sophisticated  modern  ma¬ 
rimbas  in  Guatemala,  for  example,  as  well  as 
the  xylophone. 

Another  simple  instrument,  again  made  and 
used  all  over  the  world,  is  the  horn.  It  proba¬ 
bly  originated  as  an  actual  animal  horn  we 
have  ancient  surface-carved  examples.  In  the 
same  family  are  reed  pipes  and  flutes,  as  well 
as  whistles.  {The  Sakai,  a  very  primitive  tribe 
in  the  Malay  peninsula,  and  the  Basques,  not 
at  all  primitive,  still  make  and  play  the  nose 
flute — which  to  me  seems  a  hard  way  to  make 
music.)  But  we  also  have  the  Jewish  shofar, 
Arab  flutes,  Balkan  shepherd's  pipes,  Indian 
flutes,  oboes,  bassoons,  and  the  Swiss  alphorn, 
all  made  of  wood,  or  largely  so.  Elaborately 
chip-carved  wooden  pipes  are  a  popular  Bal¬ 
kan  tourist  item,  as  are  Arab  and  Indian  flutes, 
carved  with  more  conventional  designs.  The 
alphorn,  perhaps  man’s  largest  musical  instru¬ 
ment  after  the  pipe  organ  (which  once  also  had 
pipes  of  wood— the  Bamboo  Organ,  outside 
Manila,  still  does),  ranges  from  12  to  2D  feet 
long  and  is  audible  for  more  than  three  miles 
in  the  Alps.  It  is  used  to  call  cattle  and  to  calm 
them  in  storms  and  at  milking  time,  but  is  now 
disappearing;  there  are  fewer  than  twenty 
makers  left.  It  is  made  from  a  fir  tree  that  has 
been  bent  naturally  to  the  right  angle  by  snow 
This  is  split  lengthwise,  hollowed  out  and 
polished  before  reassembly  with  natural  skelp, 
then  varnished  until  it  is  waterproof.  Orna¬ 
mentation  is  usually  through  burned-in  de¬ 
signs  and  it  has  a  separate  whittled  mouth¬ 
piece.  Shaping  alone  takes  seventy  to  three 
hundred  hours.  A  skilled  player  can  produce 
several  notes — which  so  impressed  Brahms 
that  he  took  down  a  simple  melody  that  he 


Left-  Wooden  tempi?  belt  from  ThmlAnd,  in  imh.  with  oulnd? 
dappers.  Be  I  nw— Twin  Balkan  pipe*,  with  c  htfvcBTwl  decoration 
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TURKEY  CALL  CLACKING  BUTTERFLY  TOY 


rns  ffithtr  way)] 

s 

he  rrf  on  Mount  Rigj  and  incorporated  it  m  his 
First  Symphony  But  The  New  York  Times 
reported  in  mid-1975  that  a  senior  research 

mee  Oh.orh  *‘*5  manuf8c'”™  Mau 
u  u  .  ’  has  ProdlJced  one  of  fiberglass 

which  he  plays  in  demonstration 

keLn  tfT, to  tbertruments  and  no'— 

here  th  J  Sketched  or  ^all  mention 
m^’*hef!  are  a  Breat  m«riy  which  involve 

the  kJmba  an,rtS  °f  meta‘-  An  examP'e  is 

he  K.ihmba.  or  African  thumb  p,ano  which 

'SrThe°!UhTmerd  ir0,,  t0ned  to  3  crude 

bv  h,  J  b°dy  ,S  USU»"y  decorated 

b.V  burning  or  with  simple  carved  designs 

.ere  are  also  an  endless  number  of  pipes  and 
flutes  whist  es.  bird  calls  and  decoy  devices 

3 Zm  ^  ^  I™'  Use  °r  ™da  in  a  local 
tradibon.  some  for  a  utilitarian  purpose,  some 

f  r  b  f  °F  'I,dren'  Among  them  are  rattles 
for  babies  and  witch  doctors,  some  merely  a 

thegh°H  r0<1  between  collars,  others  utilizing 
the  ball-m-a-cage.  One  of  the  interesting  vari 
ants  ,s  the  rhythm  device  known  as  “bonis" 

caTbe  ^w’  ThCr  ”***  aCtUa,Iy  be  bone-  but 

can  be  hard  wood,  whittled  to  the  general 

2S  0f  “  deprGSSer'  ba‘  thicker  in  the 

middle  and  thinned  at  the  ends.  They  are  held 

loosely  between  the  fingers  as  shown,  and 

hand  So  ^  hmed  raP’d  r°tnry  shakinS  o{  ‘be 
a  id.  Spanish  castanets  are  similar,  but  more 

elaborate  and  harder  to  make. 

rh.Cla(PhinE  and  buzzinE  sounds  are  also  pro- 
duced  by  a  number  of  toys.  An  oldie  is  the 

ust  a  nor’h  a^  Wt‘ made  f°r  HalI°ween.  It  is 

newhh  a^001  that  is  rotf,ted  gainst  a 

neighbor  s  wlndow  to  make  an  tinpan«y  ^ 

_  1  >e  Same  Pr,nciple  becomes  the  ratchet 

rLndfoT'  T "'f  a11"5  bCen  'n<  orP°rated  in 
all  kinds  of  wheeled  toys.  Flutes  are  cut  in  a 

cy finder  of  a  hard  durable  wood  like  birch  or 


Lefi— n,r  *■»»<*.  a  loy  B 

from  a  spool  ootclicil  or  the  ri.„ 
""d  puiono^l.  J(lts„un  aguilH[j 
window,  door  put, H.  or  other  vibratory 
surface-  B,low- — Ocannfl  of  the  baste 
w',h  plus  Note  I,„Ec-rholrt 

portion*, 


rn^ple  and  the  cylinder  caused  to  rotate 

rla  ^  pr°Ject,nK  ‘h<n  vibrating  reed  or 
clapper  One  virtue  of  the  device  is  that  it  can 

Str,k,nTthd  inte’ther  directio»-  the  reed 
ikmg  the  ratchet  as  it  slips  off  a  tooth  gives  a 

produced  aCt°ry,  daCk  ThG  Russia”*'  have 
produced  an  alternative— a  butterfly  on 

wheels  which  carry  wire  cranks  to  operate 

Xrtrgs- The  wing  ** 

.ha.or,';,r,e  a  soun<i  ^ '» 

is  fheGt!!er.fanirIiar  dev,ce  in  the  sa™  family 
i  the  dacker  box.  ln  which  the  ratchet  and 

Ion*  Tr  aw0rp°rat0d  in  3  b,ock  containing  a 

indfe0S  °th  ^  aX'e’  *  d°We1’  g°eS  thTU^h 

end  of  the  box  opposite  the  solid  part  so  the 

The  TliVk  3  Wh,rhEig  When  r°t«ted 

_  .  b  .  k,Can  be  COrved  or  decorated,  and  has 
,  ed  s,ot  at  one  «od  in  which  the  reed  is 
clamped  by  woodscrews.  The  reed  can  be 

SET  °r  thm  mCtal  Thls  »  ako  a  witch 
doctors  deyice  m  some  remote  areas,  and 
historically  was  a  fire  a  farm 

caX^m  d  r:ltrhetI°1)ed  °Ut  flat’  rat-tat 
can  be  made  of  a  dried  gourd  or  a  hollow 

thin- walled  box  with  notches  evenly  spaced 
along  one  edge,  ff  lhls  rack  is  strokey  P,fh  d 

Piece  of  dowel,  it  produces  a  resonating  rattle 

bJ-  SCfS  t"  °Perate  thr°Ugh  v,bration, 
but  in  this  case,  the  vibration  ,s  so  rapid  that  it 

whitt^d"  3  Z  nThe  Simp,est  ,s  a  hand-sized 
whittled  cup  with  the  center  left  in  so  a  nail 

can  be  driven  in.  When  the  nail  head  is  rubbed 

over  a  suitable  stone,  the  cup  resonates,  and 

_ound  can  be  varied  slightly  by  changing  the 

“f-1-  speed-  Tbe  conventional 

skies  We  T  0pen  b°X  w,th  thi"  slats  on  the 
,  We  made  ours  by  hollowmg  out  one  side 

in(ahPTe  r°^hly  r  X  2  -he-nd  abom  7 
nches  long.  This  leaves  strong  ends  in  the  box 

to  one  of  which  is  pivoted  a  paddle  with  a 
U  im 1  gasket  to  insulate  it  from  the  box.  The 
pac  d  e  has  on  its  bottom  side  at  about  the 

ldd  e  a  sma11  blo< :k  which  is  chalked  to  create 
a  vibration  when  it  ruhs  the  sides  as  the  paddle 

box  X  f  ral!f  aCrOS£  the  °ppn  ^ ^  ^e 
box  But  who  calls  wild  turkeys  anymore? 

All  of  our  modern  brass  wh, sties  and  p,pes 

nJ  S°rjg  y  a  '  W°°d  °r  SOme  Sim,lar  m^e- 

or  whm  ed  ma,  b°SUn'S  Pipes  °Ut  °f  turlled 
rl  J  fUS  ‘VOry’  SS  weI1  the  little 

traffic  I/  6  COnta’nmg  a  pea  «  Pebble  that 
pohee  use.  They  are  more  complicated 

O  make  than  the  famil.ar  willow  whistle  (even 

a  SlideX  but  a,s°  longer 
lasting.  A  much  more  simple  wind  device  is 


the  hummer,  which  we  made  by  cutting  a 
tongue  depresser  in  half.  One  side  of  each 
section  was  thinned  slightly — less  than  l/m 
inch — to  leave  a  central  hollow.  One  rubber 
band  (a  wide  one)  was  snapped  over  one 
segment  endwise,  and  a  couple  of  others  held 
the  assembly  together  as  a  sandwich.  Thus  a 
portion  of  the  first  and  wide  band  became  a 
reed  and  would  produce  a  humming  sound 
when  you  blew  through.  The  reed  can  also  be 
a  sturdy  grass  leaf  or  reed* 

Another  wind  whistle  is  the  crow  call — just  a 
wooden  tube  with  a  two-part  bit  in  the  end* 
This  mouthpiece  is  a  1  /2-inch  dowel,  drilled 
most  of  the  way  up  with  a  1  4-mch  center  hole 
(before  it  is  split).  The  remaining  solid  portion 
is  thinned  to  turn  wedges  at  the  outer  end  and 
a  thin  piece  of  metal  (steel  shim  stock,  for 
example)  or  plastic  (a  section  of  playing  card) 
put  in  for  a  reed  which  vibrates  against  the 
tapered  section  when  blown.  The  sound  is  not 
pleasant,  but  it  does  draw  crows. 

Balkan  and  Indian  pipes  are  essentially 
elaborate  whistles,  with  holes  for  the  fingers 
so  several  notes  may  be  played.  The  Indian 
pipe  is  usually  a  turned  and  drilled  piece,  the 
sound  being  produced  by  a  change  in  hole 
diameter.  It  is  carved  with  a  floral  design  in 
low  relief  The  Balkan  pipe,  on  the  other 
hand,  can  handle  quite  elaborate  tunes,  be 
cause  it  can  have  as  many  as  four  different 
pipes  cut  from  the  same  block  and  radiating 
from  the  mouthpiece.  Traditional  trim  for  this 
piece  is  chip  carving,  and  it  has  a  whistle 
mouthpiece  made  by  flattening  one  side  of  a 
dowel  section  and  gluing  it  in  a  drilled  hole* 
Another  instrument,  now  usually  in  pottery  or 
plastic,  is  the  ocarina.  This  is  hard  to  hollow 
out  unless  it  is  split  and  reassembled,  like  the 
alp  horn,  but  you  can  hollow  it  with  gouges  by 
drilling  a  large  hole  at  the  end  which  is  later 
plugged.  Hole  location  and  size,  as  well  as  wall 
thickness,  are  critical,  and  have  been  worked 
out  during  centuries  of  use,  and  to  piny  the 
"sweet  potato"  takes  longer  to  learn  than  does 
the  harmonica* 

You  may  have  scraps  around  from  which 
you  can  produce  a  marimba  of  sorts.  The  bars 
should  be  a  hard,  dense  wood  that  will  reso¬ 
nate  when  struck  with  a  wooden  knocker— a 
1-inch  ball  on  the  end  of  a  Vw-inch  dowel  or 
withe*  Bars  are  tuned  by  shortening*  and  are 
mounted  on  felt-covered  slats  so  they  can 
vibrate  independently  Guatemalan  Indians 
make  big  ones  with  gourds  and  carved-wood 
boxes  below  them  for  resonators*  played  by  as 


many  as  three  men  simultaneously,  but  that 
design  and  construction  is  beyond  our  present 
scope,  as  are  violins,  dulcimers,  guitars,  oboes 
and  bassoons,  all  rather  specialized  and  more 
nearly  cabinetmaking  than  carving*  If  you 
wish  to  try  a  stringed  instrument,  make  a  cigar 
box  fiddle,  which  can  be  a  great  deal  of  fun  for 
informal  songfests  All  you  need  is  a  wooden 
cigar  box  and  a  broomstick*  The  stick  is  passed 
through  a  hole  in  one  end  and  fastened  at  the 
other.  The  top  of  the  box  may  be  drilled  as 
sketched  and  a  piece  of  dowel  glued  in  under 
the  bridge  to  act  as  a  soundpost.  Both  bridge 
and  tuning  peg  are  whittled  from  maple  or 
birch.  The  bridge,  as  you  might  assume,  is  like 
a  violin  bridge,  a  piece  of  lfo  X  ■'/*?  X  iV-i-inch 
wood  with  the  grain  vertical.  It  is  rounded 
slightly  on  top  and  the  center  is  whittled  away 
at  the  bottom  edge  to  leave  two  stubby  legs 
that  contact  the  top  of  the  cigar  box.  Inciden¬ 
tally*  the  stem  of  the  tuning  peg  should  have  a 
slight  taper,  as  should  the  hole  (ream  Jt  a  little 
with  file  or  a  long-point  knife  at  the  bottom),  so 
the  peg,  as  it  wears  in,  can  still  be  pushed  up  to 
fit  tightly*  You  can  add  more  strings  if  you 
wish* 

A  very  pleasant  instrument — -and  one  very 
little  known  outside  of  poems — is  the  Aeolian 
or  wind  harp.  It  is  advisable  only  if  your  house 
enjoys  frequent  light  breezes,  and  is  designed 
to  fit  in  an  open  window  under  the  sash — as 
does  an  air  conditioner*  The  box  should  have 
solid  ends  of  a  good,  hard  wood  like  maple,  its 
length  to  fit  the  window  width,  its  thickness  2 
to  3  inches,  and  its  width  4  to  6  inches.  The 
sides,  bottom  and  top  are  thin  wood  '/k  inch  or 
so  thick,  well  varnished  to  prevent  warping 
under  sun  and  dampness,  before  assembly. 
The  top  can  have  the  conventional  violin 
S-holes  cut  in  it,  flanking  the  center  line*  On 
one  end,  a  block  is  mounted,  with  naih  or  pins 
to  hold  one  end  of  each  of  the  four  strings,  and 
on  the  other,  holes  are  drilled  for  a  tight  fit  on 
violin  pegs  or  guitar  pins  (obtainable  at  a  good 
music  store)  The  guitar  pegs  require  a  key  for 
tightening*  so  be  sure  you  get  that  too.  Violin 
or  guitar  strings  are  stretched  from  end  to  end 
and  tuned  to  an  enjoyable  chord.  Then  the 
assembly  is  set  in  the  window  frame,  with  the 
window  open  just  enough  to  clear  it  Wind 
blowing  through  the  window  opening  will  vi¬ 
brate  the  strings  and  make  a  continuous  chord, 
rising  and  fading  in  volume  as  the  wind 
changes.  These  instruments  were  a  favorite  of 
the  otherwise  austere  Shakers  a  hundred 
years  ago. 
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You  Can  Whittle  Toys: 


doubly — both  in  the  making  and  in  the  using. 
And  cared  for — because  you  knew  the  work 
involved  in  producing  them.  This  is  still  the 
way  it  is  in  “less  developed"  countries,  by  the 
way.  Hoops,  tops,  mumblety-peg  and  other 
“ancie nt”  toys  are  still  popular  there,  where 
canned  entertainment  and  "boughten"  toys 
are  still  thankfully  rare. 

In  the  sketches  I  have  drawn  a  few  of  the 
things  we  made  for  ourselves,  plus  a  few  I  wish 
Fd  known  about.  They  range  from  very  simple 
toys  like  the  dart,  roarer  and  bull  roarer  to  the 
quite  elaborate  ones  like  the  dancer,  pit  saw¬ 
yer  and  chopper  Some  originated  rn  other 
countries,  like  the  jumping  peg  (called  the 
'magic  cricket  bad'  in  England),  the  biltyoque r 
(from  the  court  of  royal  France),  the  garinta 
(made  by  Eskimos  from  walrus  ivory X  and  the 
rope  climber  and  articulated  Santa  Claus  {cur¬ 
rent  German  items). 

The  whip  dart  is  perhaps  the  simplest  of 
toys— or  was— because  it  was  made  from  a 
scrap  of  cedar  shingle,  nowadays  hard  to  find. 
Taper  the  shingle  toward  the  thicker  end,  and 
round  it  there  to  reduce  the  likelihood  of 


Some  Old,  Some  New,  Some  Exotic 

Before  TV.  radio,  plastics  and  devalued 
money,  when  I  was  a  ktd.  we  had  to  make  our 
own  entertainment  between  chores.  Dads  or 
undcs  would  produce  a  willow  whistle  or  two, 
between  their  chores — but  you  were  expected 
to  produce  duplicates  on  your  own.  And  when 
neighbor  kids  came  up  with  a  new  toy,  you 
had  to  copy  that  as  well,  (If  you  were  the 
eldest  child,  you  also  had  the  added  chore  of 
reproducing  your  prototypes  for  the  younger 
fry.)  Of  course,  you  had  your  own  knife,  and 
you  were  instructed  ni  what  would  now  be 
considered  a  dangerous  age  in  how  to  use  hand 
tools,  so  hoops,  sleds,  snow  shovels,  tops 
and  scooters  (a  2x  4  x  30-inch  board  with 
skate  wheels  front  and  rear  and  a  T -handle 
extending  up  from  the  front)  were  pro¬ 
duced  as  needed  from  scraps.  And  enjoyed 


tVknv — Ifork-dlver  Is  £  variant  uf  ihr  worxklxjpper  Wife  mu?a  bo 
Uiff  enough  to  It  ill  weight  boy  end  vertical,  I  ute<T  u  hnnger, 
PfHlorn  ri eM— Dancer  oteci  requires  o  axil-hanger  wire  for  rapport, 
and  a  vnrdl  hfotk  oh  the  puddle  to  hold  tt  rigid.  Jrimt*  hotild  he 
ftxise  enough  to  Mop  Right — Dun  t*  thrown  with  a  withe  or  dowel 
which  tv  stiff  en»nugii  to  mlr!  spring  to  wrist  whip.  String  loop 
rnfetux  in  dart  notch 
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CHOPPER 


PIT  SAWYER 


A  long  dowel  (• 

replat  mg  Mu  Y 

wu'l^ndt'd  \ 
basCiifl^lwitWi  \ 

a  tflbW-tbp+bY  \ 
Cotd  fren.  crotd 
ftdjurffrJ  P"  SAV* 


Can  Ur  dr 
40  Wil}  whilH*  l* 


^Long 

carved 

handle 


Cord  opton^t  -r*  U 

BILBOQUEUEGGCUP] 


DANCER 


PROPELLER 

Powd^ri 


MAGIC  BALL  GAZlNTA 


JUMPING  PEG  <x  MAGIC  CRICKET  BAT 


LUNG  TESTER 

Ch^d 

"nd^H  //  Yrr 

poliihod^Y  /y 


WHIRLING  DfRVfSH  BAUET  MNCER 

Gan  Wetf-Cr 

wul- 

i  ]  f  )  tcroVflt  beif 

Wf^S^r 


Band  aRffchcdion 


^Knotted 
Rubber  band 


«W  by  vnw, 
^rlifalsbt  ^ 


SfiA  sJtfl 
itr^j  twrstcd 

RUBBER-BANP  PISTOL  S*W  pro* 


THfew  Vtarcl 
■+Hi»  d'.r  ficn 
Loading  edge 


SokrtVafi 


QC  iuMlI 

JESTER*  (BOZZER  \ 


,Ffittcn«d  M* 

b*W*f~'  I  |<nd* 
j  gYJfH  rtf* 


/  Drill  V*i  0| 

notch  edge  {t£)J 


\  V  Holt  tikes  tWlt  teep 

J  (Ecu!  fnjm  n*ck)  &  tltmbmg  rep* 

RETTEFIGUR’-ROPE  CUMBER 


FLIPPER 


WHIRLING  TOYS 


ACROBAT 


splintering  on  impact.  Notch  the  tailor  leave  it 
square.  Near  the  front  end,  cut  a  rounded 
notch  and  sand  it  to  be  sure  there  are  no 
splinters.  That  completes  the  dart,  unless  you 
want  to  go  modern  and  add  a  wing  near  the 
front  so  the  dart  becomes  a  monoplane.  The 
dart  is  thrown  with  a  “whig/*  a  2-foot  pliant 
withe  or  dowej  with  a  short  string  ending  in  a 
loop  on  the  outer  end.  The  dart  is  hooked  in 
the  loop  and  launched  by  the  spring  in  the 
Stick  plus  whatever  wrist  action  the  thrower 
can  add. 

The  bull  roarer  is  simply  a  short-handled 
paddle  of  any  V2  x  3  x  12-inch  wood.  A  string 
in  the  hole  at  one  end  leads  to  a  groove  at  one 
end  of  a  twirling  stick  about  18  inches  long,  or 
to  a  wire  swivel  nailed  on  top-  When  the  stick 
is  given  a  circular  motion,  the  paddle  follows 
a(  the  end  of  the  string,  meantime  rotating 
about  its  own  axis  to  make  the  noise.  The 
faster  it  rotates,  the  louder  the  hull  The  roarer 
is  the  same  idea,  but  is  thrown  by  hand 
sidewise  to  make  it  rotate  on  its  own  axis.  It 
can  be  made  from  a  piece  of  a  Venetian  blind 
slat  or  other  thin  wood. 

U«Jdiv — Hoafw  11  h  y  2-in,  slnl,  held  os  xhnwn.  mid  thrown 

him]  with  h  wrist  iwist  to  maker  il  whirl  its  own  axis* 

Rifihl— Srnvp  rn  block,  shown  os  two  pwVi  mid  rracly  lo  Jm.ip  The 
rvibbetband  through  rhti  uric  nnd  (ho  notchrs  on  the  pin  merely 

window  rl making;  ihr  block  trmfrped  in  liy  ittfetsuW  bptwocn 
thumb  und  forefinger  on  the  fiwl.  Below  right — Two  artku 

toted  toys  from  Germany,  onr  a  familiar  pul  Miring  arrniip'iiH'iK. 

Hint  it  has  both  Iron!  end  bock  pcmtrb  to  pull  strings  are  no| 
exposed.  It  il  small  in  ti^e.  for  «  tree  or  doorway,  about  4  inches 
overall.  The  3- inch  climbers  require  much  efnborate  fitting,  to 
lie  sure  the  string  li  gripped  between  the  hnrxls  untf  they  me 
pushed  up  ns  the*  body  slrntghtcm,  Study  the  ilisiftrnrn  cmf  full) 


Tongue  depressors  make  a  good  base  ma¬ 
terial  for  the  jumping  peg  and  buttonhole 
tricks.  Called  a  magic  cricket  bat  in  England, 
the  peg  is  just  a  miniature  paddle  with  a 
handle  narrow  enough  so  it  con  be  rotated  a 
half  turn  easily  between  thumb  and  forefinger. 
As  shown  in  the  drawing,  the  bat  has  one 
through  hole  in  which  a  peg  is  glued  end  two 
fake  holes,  one  on  each  side  of  the  paddle  and 
on  opposite  sides  of  the  peg.  After  the  viewer 
sees  the  hole  on  one  side,  the  operator  says  a 
magic  word  or  two  while  waving  the  bat  in  the 
air.  meantime  turning  it  over  so  the  second 
"hole11  jumps  to  the  opposite  side  of  the  peg. 
This  is  an  easy  trick  to  make  and  learn,  but 
also  fairly  easy  for  the  viewer  to  figure  out 
There  are  variants  like  a  puddle  with  two 
through  holes  and  two  blind  ones,  so  the  peg 
can  be  moved  from  one  real  hole  to  the  other, 
and  a  paddle  with  three  spots  on  one  side  and 
two  on  the  other  You  can  make  up  your  own 
pattern. 

The  buttonhole  trick  is  a  piece  of  tongue 
depressor  or  other  stick  with  a  hole  at  one  end 
and  small  enough  to  slip  through  a  buttonhole 
on  a  man’s  coat.  (A  flat  ice-cream  stick  works 
well  too.)  A  loop  of  string  through  the  hole  is 
not  quite  long  enough  to  pass  over  the  opposite 
end,  even  when  drawn  taut.  To  put  it  in,  you 
pull  an  edge  of  the  victim's  coat  through  the 
loop  until  the  free  end  of  the  wood  will  enter 
the  buttonhole,  then  pull  the  wood  on  through. 
When  he  tries  to  reverse  the  process,  he  will 
have  problems — particularly  if  you  put  it 


18 


through  the  buttonhole  in  his  lapel,  which  is 
hard  to  see  with  the  coat  on. 

The  tana  gram  is  another  oldie,  probably 
Chinese  in  origin.  It  is  simply  a  square  of  thin 
wood,  cut  into  $e%fen  pieces  as  sketched.  The 
pieces  can  be  rearranged  into  dozens  of  little 
pictures;  there  are  even  books  of  such  ar¬ 
rangements,  I'm  told.  The  game  is  to  use  all 
seven  pieces  in  each  figure. 

Still  another  simple  whittling  is  the  propel¬ 
ler,  which  came  into  fashion  with  the  airplane 
in  the  1910s  and  1920s.  It  can  be  fastened  to 
the  end  of  a  dowel,  and  if  properly  propor¬ 
tioned,  will  lift  the  dowel  a  short  distance 
when  the  dowel  is  whirled  between  the  hands 
and  released.  It  can  also  be  drilled  with  two 
I  vies  at  the  axis  and  set  on  headless  brads  on 
the  end  of  the  dowel  so  it  can  fly  off;  lifting 
only  its  own  weight,  it  will  go  farther.  A  loop  of 
string  can  be  threaded  through  the  holes  as  an 
alternate,  and  is  twisted  with  the  loop  ends 
over  the  thumbs,  A  third  alternative  is  to 
slot  the  axis  so  the  propeller  can  be  fed  over 
a  steel  or  brass  strip  twisted  into  a  regular 
spiral.  II  the  spiral  is  held  in  one  hand  and  a 
spool  beneath  the  prop  pushed  up  rapidly  with 
the  other,  the  propeller  will  fly  off  and  end  a 
good  distance.  (Incidentally,  watch  out  for  the 
eyes  when  using  these  toys!) 


Upper  left — Dane  in  y  and  drummer  bei from  U.S.S.R.  fioih  \hc 
drummer's  arm*  and  com  leg  of  the  dnnrer  are  pivnutd  and  have 
strings  from  hack  of  (he  pivot*  {to  make  short  lever*)  extending 
through  holes  in  the  bnflrd  in  n  center  weight.  When  the  toy  is 
swung  in  m  horizontal  circle*  Ca*  in  'iprrmling  gfoiisr  m  h  irypan),  ihr 
strings  are  pulled  in  turn,  lo  move  the  limbs.  Lefr — Pecking  chick¬ 
ens  from  Sweden  are  simitar  actuated,  pecking  in  (uric  See  skett.lv 
for  tfcLftihi-  Bottom  tenier—*  A  tricky  hook — we  called  it  "the  impos¬ 
sible"’  in  the  machine  shop  where  I  first  taw  u — relies  on  the 
twisting  movement  of  »n  ordinary  punts  belt  lo  counteract  its 
normal  icndcnty  simply  to  foil  down.  It  will  work  only  with  o  belt, 
balanced  correctly  *n  n  dose  %\ot,  at  about  4$  degrees.  Outer  shape 
w  iinirfipoHnnl.  Right— 4?lirk  her*-?  (aiJIeil  "irorkhune*  in  EngJnnrl} 
should  t>e  adjusted  to  the  age  of  the  child  Upper  heed  is  perhaps 
(«»  rJehornit*,  so  n  gmiplt-r  nhrnmrc  n  shtjwn  hIjwj. 

Other  fairly  simple  flat  toys  are  the  whirling 
dervish  and  ballet  dancer,  which  can  be  sil¬ 
houettes,  low  relief,  or  even  in -the -round 
carvings.  They  are  suspended  from  a  string  so 
that  if  twisted,  or  blown  by  the  wind,  they  will 
rotate.  The  jester  and  the  buzzer  (lower  left  in 
sketches)  are  designed  to  be  rotated  by  a 
twisted  loop  of  string,  as  described  above  for 
the  propeller.  Teeth  cut  in  the  rim  of  the 
buzzer  disk  wi!!  make  a  buzzing  noise,  as  will 
holes  drilled  through  near  the  periphery.  The 
jester,  alternately,  can  be  mounted  on  a  piece 
of  dowel  so  it  will  roll  down  a  pair  of  sloped 
parallel  bars. 

Among  easy  three-dimensional  pieces  are 
the  ox-yoke  puzzle,  which  is  explained  by  the 
diagrams,  and  the  snap-in  block.  The  latter  is 
a  trick,  because  the  "snap”  is  imparted  by 
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Jtift — ChmojEc  dfn§onr  trf  tx-unhoo  pieces  h«x  *i 

Mnimui  rnovcmrnr  Spires  fir?  thin  wwd  plunt  nn  pocn-pom^  silk 
cn  small  firing*.  Hc-ml  is  r|Lii[i*  svtrll  rurvrd,  anti  ihe  whole  re 
Ic^il  ird  wrfh  (run,  Top  riElil— U.S.S.R,  butterfly  us 
sketched  m  >  un  uixirumcnt;.  (puaije  13)  bicuusv  wings  dap 

toKtrlliof  mj isily  when  it  iiwv«.  Wings  and  body  are  whittled, 
deco  muons  painted  VVinR  !nii£Os  arc  k'Other  Center—  Austral ion 
boomcrnnK  in  fi  *nod(rrn  plywood  version  It  is  thrown  as  shown, 
vertically  rattier  ihon  horizonially.  with  n  sharp  wrist  snnp  nnd  well 
above  the  htirtxoninl.  Dermal  innx  «n*  pointed  Left  tenter — -Sue  of 
this  j'tck-iii'ihe-tox  wat  diluted  by  the  ^prmft  avrutolile  He-.iJ  *ml 
ruff  are  whittled  from  [uric-  .itnl  painted,  L-crfi — The  rephyr  pnrvdeir 
ai  lull  h  a  ijgiic  tophis  United  geometric  toy  and  somewhat  of  Q 
rebiritlrnaktra  trick.  Nexi  to  it  is  [hr  fly  smasher  Or  nothing 
box  ■  1kjx  in  i  vcrytliiriR  but  insides.  Right — Familiar  whittled 
lovs.  iiKluding  Eh  oxyoke  and  hurt un hole  purrles.  ihr  propHIer 
end  the  infis  whittled  frum  Spools, 

squeezing  the  tapered  end  of  the  head  be- 
tween  thumb  and  forefinger,  so  the  plunger 
snaps  into  the  hole.  However,  the  end  of  the 
plunger  has  a  notch,  or  even  two,  in  apparent¬ 
ly  strategic  locations,  end  a  piece  of  rubber- 
band  is  inserted  through  a  small  drilled  hole  at 


the  inner  end,  so  your  victim  thinks  you  are 
inserting  the  plunger  and  hooking  the  band, 
then  drawing  it  back  so  the  band  will  pull  the 
plunger  in.  The  rubberband  pistol  also  makes 
use  of  the  same  device— but  this  time  legiti¬ 
mately.  In  this  instance,  the  band  is  stretched 
between  the1  barrel  tip  and  the  firing  pin. 
When  the  trigger  is  pulled,  the  inner  end  of 
the  band  slips  off  the  pm.  The  only  problem  in 
making  this  toy  is  cutting  a  smooth -walled  slot 
through  the  butt  so  the  trigger  can  be  inserted 
and  held  by  a  screw  pivot. 

In  the  same  category  is  the  lung  tester,  an 
assembly  of  a  whittled  box  with  a  propeller 
(made  of  ice-cream  sticks)  pivoted  on  brads  in 
arms  at  one  end.  At  the  other  is  a  short 
mouthpiece  of  metal  or  wood,  so  you  can  blow 
through  the  block  and  rotate  the  propeller. 
However,  the  block  is  really  a  box,  with  a  slide 
cover  on  top,  into  which  flour  or  talcum  pow- 
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der  is  put.  The  mouthpiece  has  a  slot  which 
can  be  mated  with  the  hole  in  the  bottom  of 
the  powder  box,  and  there  arc  tiny  holes  under 
t lie  lid  through  which  the  resulting  pressure 
will  blow  powder.  (Don4!  forget  the  mark  on 
the  mouthpiece,  so  you  know  when  the  slot  is 
in  line  with  the  hold)  The  routine  is  this:  You 
mismale  the  mouthpiece  and  blow  to  rotate 
the  propeller.  Then  you  offer  the  box  to  the 
victim,  but  in  the  process,  rotate  the  mouth¬ 
piece  to  align  slot  and  hole.  Tell  him  to  blow 
hard— and  he'll  have  a  surprise  and  a  powder 
moustache. 

The  popgun  is  simply  a  drilled  stick  with  a 
plunger  having  a  rounded  head.  A  cork  is 
fitted  tightly  into  the  opposite  end,  so  that 
when  the  plunger  end  is  slapped  smartly  with 
a  hand  the  cork  pops  out.  In  these  days  of  cork 
rarity,  it  is  advisable  to  tie  a  string  to  the  cork. 

The  yo-yo  or  diavolo  (also  an  ancient  Chi¬ 
nese  toy)  is  probably  familiar  to  you  in  one 
form  or  another.  It  is  simply  a  pair  of  cones  or 
balls  connected  by  a  neck  jusl  wide  enough  to 
take  a  cord.  The  cord  is  strung  between  two 
short  sticks  and  the  yo-yo  rotated  rapidly  by 
moving  the  sticks  up  and  down  alternately. 
This  toy  should  be  made  of  fairly  heavy  wood 
and  he  A  or  5  inches  long  for  the  average  boy 
to  operate.  Holes  drilled  near  the  outer  ends  of 
the  pyramids  will  add  noise  to  the  operation, 
which  can  be  quite  spectacular,  for  the  yo-yo 
can  be  thrown  up  and  recaught,  caused  to  loop 
and  stalk  and  the  like.  When  I  was  a  kid,  we 
had  city  yo-yo  championships. 

The  bilhoquet  and  gazinta  are  essentially 
the  same  test  of  skill.  In  the  case  of  the  egg 
cup.  the  ball  is  tossed  up  from  the  cup,  and  the 
trick  is  to  catch  it  as  it  falls.  In  the  gazinta,  the 
ball  is  swung  up  on  its  cord,  and  the  trick  is  to 
catch  it  with  the  pm  in  a  hole  as  it  falls.  If  you 
miss,  youYe  likely  to  get  a  crack  on  the 
knuckles.  This  takes  practice  and  a  good  eye. 

The  magic  ball  is  just  a  ball  with  two 
meeting  holes  drilled  at  slight  angles  so  a  cord 
passed  through  them  will  be  caught  when 
pulled  tight.  Thus  you  can  control  the  rate  of 
descent  of  the  ball  on  the  string,  stop  it  at  will, 
and  so  on. 

Articulated  toys  lake  longer  to  make  and 
are  usually  more  fragile  than  those  previously 
described,  so  are  not  suitable  for  small  chil¬ 
dren,  They  are  more  in  the  nature  of  novel¬ 
ties,  and  come  in  endless  varieties:  dolls, 
animals,  birds  with  flapping  wings,  people 
performing  work  of  one  kind  or  another.  I 
have  shown  some  elsewhere  under  wind¬ 
operated  toys,  as  well  as  in  earlier  books. 


The  flipper,  acrobat  (also  sometimes  called  a 
jumping-jack)  is  probably  the  most  familiar. 
I've  seen  it  recently  in  plastic  and  in  kits 
made  in  West  Virginia  and  sold  in  “country ” 
stores  throughout  the  East.  (The  whammy- 
diddle  or  whim  my -diddle,  oxyoke  puzzle,  and 
some  other  devices  are  also  available  ihis 
way— taking  some  of  the  joy  out  of  it,  but 
making  life  easy  for  the  unhandy.)  The  acro¬ 
bat  relies  again  on  a  twisted  loop  of  string  to 
attain  rotation,  as  did  the  jester  and  buzzer 
described  earlier,  but  in  this  case  the  loop  is 
short  and  held  between  uprights,  so  by  alter¬ 
nately  squeezing  and  relaxing  below  the  cross¬ 
bar,  you  can  apply  and  remove  the  tension 
necessary  to  make  the  loop  try  to  unwind, 
carrying  the  acrobat  with  it. 

In  articulated  toys,  you  must  have  loose 
joints,  or  the  whole  effect  fails.  It  is  advisable, 
in  fact,  to  have  almost  sloppy  joints,  so  the 
limbs  can  move  very  freely  and  in  more  than  a 
plane.  Even  so,  they  will  tend  to  catch  and 
stick  in  some  grotesque  position  or  other. 
Articulated  toys  are  commonly  made  of  bW  or 
V-i-mch  wood,  as  silhouettes,  to  avoid  the 
carving,  but  you  can  go  as  far  as  you  like.  For 
example,  I  did  a  little  shaping  of  the  body  of 
my  dancer  and  actually  carved  a  head.  Also,  I 
used  mahogany  because  I  happened  to  have 
some  around.  (There  tfre  uses  for  old- 
fashioned  cigar  boxes.)  Also,  I  secured  the 
thighs  to  the  body  with  brads,  and  carved  3-D 
shoes  to  add  a  little  weight  there.  Knee,  elbow 
and  shoulder  joints  are  made  of  wire  with  end 
loops,  and  the  wire  support  is  a  section  of  coat 
hanger.  (This  can  be  replaced  with  a  “springy*1 
doweL  and  the  dancer  will  perform  on  a  table 
top.  if  vibrated  at  proper  height,) 

The  pit  sawyer  is  the  same  general  idea,  but 
a  bit  mare  complicated,  because  the  loop  must 
be  adjusted  to  hold  the  saw  in  position  so  the 
weight  will  be  free  to  cause  rocking.  It  is  also 
possible  to  adjust  saw  position,  then  fasten  the 
saw  at  the  hands,  thus  eliminating  the  cord 
Neither  the  pit  sawyer  nor  the  chopper  are 
really  articulated,  by  the  way,  because  there  is 
no  movement  in  use*  they  are  more  properly 
called  laminated  figures.  The  chopper  is  fairly 
self-evident  from  the  sketches.  He  can  instead 
he  an  animal  or  bird  perching  on  an  edge,  or 
the  diver  about  to  do  a  back  flip,  as  I  made 
him  in  pine.  The  balance  wire  must  be  stiff 
enough  to  support  the  weight  without  sagging, 
as  you  can  see  from  the  photo,  and  weight 
must  be  adjusted  to  that  of  the  figure,  I  used 
coat-hanger  wire  for  my  figure,  which  is  about 
12  inches  tall. 
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Top  left — The  flu  it?  .intf  vp#  prt?  id  waifliJI,  curved  in 
Indin.  Tlif-  finite  ti  iikjre  (ay  (tinrj  iiisLruiricnt  bECtiUft1  d 
ihc  difficulty  of  jdftyinj’  it;  Lhe  is  simply  n  pleasant 
shup^.  S 'inwn  wtlh  Hie  tg£  in  Ijnnotn  center  is  n  pmr  of 
lovobmll.  n)sa  mado  in  Iitdia  nnd  equipped  uni  it  a  thirty 
pm  so  they  cnn  be  watn.  Top  ri^ht — T7ir  "Gee"  bird, 
with  reversed  wings,  "Oreii  Vwicjttvanf  to  keep  the  wind 
cul  of  his  eyes/'  We  colled  it  the  “Itiki*"*  mid  air  C'jtpJona- 
fions*  C'Tie  having  to  do  with  tlir  weather  and  Unu  oilier 
with  enriurc  hrrt  ptppvrs,  «re  not  stiHablc  for  reprinting 
here  Left— Four  Isrujfirom  pmicim  of  the  thoiu^ind*  pf  *- 
sibte.  The  tanjjrmn  is  a  sort  of  multifile  piLr./Jr  In  thnt  ih*' 
first  trkk  is  to  ossemblc  nil  ■  even  pieces  mro  a  tquflre, 
thvrcijfler  lo  make  os  mnny  kinds  of  figure*  es  ttrctr 
permits,  in  *acti  e;iiw  using  nil  ^wn  juevt-s  ^ithaut  over 
lops. 


Toys  drawn  in  the  second  panel  are  princi¬ 
pally  exotic  ones,  some  simple  and  some  ap¬ 
pearing  to  be  quite  complex — like  the  Chinese 
dragon*  There  are  included,  however*  several 
standard  Americanisms  [ike  the  tops  made 
from  half -spools.  In  the  days  of  wooden  spools 
and  mothers  who  sewed,  we  made  all  sorts  of 
wheeled  vehicles  out  of  spools — the  axle  hole 
and  rim  were  already  there — using  wire  or 
dowels  for  axles.  The  spinner*  or  top,  required 
sawing  a  spool  in  half  and  tapering  the  body, 
as  well  as  whittling  a  dowel  for  the  stem — the 
hole  in  a  sjjool  is  a  bit  large  for  a  V-i-inch 
dowel.  Big  spools  can  be  whittled  into  tops 
spun  with  a  string*  of  course,  and  “killer1  tops 
can  be  made  by  replacing  the  dowel  point  with 
a  short  section  of  spike.  But  modern  kids,  who 
don't  have  tops  m  the  first  place,  would  scarce¬ 
ly  understand  a  game  in  which  one  attempts  to 
spike  an  opponent's  top  and  split  it.  That  son 
of  precision  takes  a  great  deal  of  practice. 

A  spool  top  can  be  converted  into  the  spin¬ 
ner  for  the  game  of  Put  and  Take.  It  simply 
requires  the  cutting  of  four  flats  around  the 
rim  and  lettering  them  as  indicated  in  the 
sketches.  In  case  you  never  heard  of  the  game* 
it  is  played  with  buttons*  beans*  matchsticks* 
dried  peas,  or  whatever  for  counters*  Each 
player  antes  a  “chip"'  to  start.  After  that,  each 
player  spins  the  top  in  turn.  If  it  is  “Put,”  you 
ante  another  counter.  If  it  is  “Take,”  you  take 
one.  If  it  is  "AIL”  you  take  the  whole  pot*  If  it 
is  “Nothing,”  you  pass  on  the  top  It  is  a  game 
about  as  simple — and  as  deadly — as  Chinese 


fan-tan  and  was  played  for  a  time  with  a 
four-sided  p!a*slic  top  available  in  stationery 
stores.  The  “jet  set”  of  the  time  had  all  sorts  of 
variations  on  itf  including  who  paid  for  the 
dnnks. 

An  enjoyable  toy,  and  a  sort  of  variation  on 
the  buzzer,  is  the  rubberband  tractor.  All  it 
requires  is  a  spool  with  the  rims  notched  for 
traction  on  a  rug  (on  a  bare  floor,  the  notches 
won't  help)  nnd  a  length  of  stick.  A  rubber- 
band  runs  from  the  stick  through  the  spool 
hole  to  a  stub  stick  on  the  other  side*  The  slick 
is  wound  to  twist  the  rubber  band  and  the  piece 
placed  on  the  floor;  as  the  band  unwinds,  the 
spool  is  propelled  across  the  floor*  and  at  a 
fairly  high  speed,  so  be  careful. 

The  “Gee"  bird,  sketched  just  above  the 
rubberband  tractor,  is  of  course  a  gag*  It  is  a 
conventional  bird  figure*  except  that  the  wings 
are  carved  backwards*  and  the  tail  may  be 
vertical  rather  than  horizontal. 

The  jack-in-the-box  offers  good  practice  in 
whittling  a  miniature  head,  but  is  otherwise 
unremarkable*  I  made  mine  with  the  nose  at 
one  comer,  the  ears  at  adjacent  ones,  of  the 
blank,  just  for  the  novelty.  I  used  a  spring  I 
had,  but  one  can  be  made  by  winding  music 
wire  around  a  small  dowel:  it  will  expand  to  a 
larger  diameter  when  released,  and  can  be 
pulled  out  to  the  desired  length — about  6 
inches.  The  collar  or  ruff  is  a  ring  of  *Vk  or 
1 /2-inch  wood,  V- notched  all  around  to  look 
like  the  folded  ruff  that  the  Elizabethans  wore* 

The  zephyr  grinder,  wind  grinder,  smoke 
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DRAGON  TOY  (Articulated) -Hong  Kong -Bamboo 


pompoms 


f  Thin  Section  glacd  on 


Bamboo 


Bc+h  parta  turned 
Mouthpiece-;^  bore  .Body  -/^  bore 


Pattern  oh  3  segments 

divided  by  bars 


8  Patterns  around 


TOY  f  LUTE  -  India  'Walnut  4"h°|e  portions 


WALNUT  E6G-lnd 


Utter  face* 
T  or  Take 


Gil  Wd  90" 


HALF-SPOOL  T0P5-U5A  KJUMFTO P 


GEE  BIRD  ~  J5A - *Flies backward fo  taff/  wsnd  out  of  its  eytfs' 

^  dowel  Qf  stick  Rubber  band 


Crass  hashed  areas  red 


6'dovetail 

V<w 


PECKING  CHICKEN  « 

Underside  taper 
to  dotted  line^ 


^r/onq  \  «5tart^  Wk  spwad 
— ^  on  flat  Surface 

wFFAIHfR)  fiRINOERUSA  p-«™ 

Wqnligh 

BOGn  CHANG  'Australia  ■  ^plywood 


Chamfer  entire  top  edqe 


grinder-  or  feather  grinder — call  it  what  yon 
will — is  an  ancient  service  club  gag-  My  cabi¬ 
netmaker  friend  makes  them  by  the  half- 
dozen  for  awards  at  his  Lions  Club  meetings. 
A  piece  of  4  K  4-inch  pine  or  cedar  post  has 
1  ::-inch  dovetails  cut  across  the  top  diagonals. 
Shoes  or  sliders  2  inches  Jong  are  made  to  slide 
easily  in  the  grooves,  and  drilled  for  center 
pins  that  extend  up  into  a  crank  handle  and 
are  held  there  by  crosspins.  You  turn  the 
crank  and  the  sliders  go  back  and  forth,  but 
nothing  else  happens.  The  only  problem  is  to 
space  the  dowel  holes  on  the  crank  so  that  Ihe 
sliders  cannot  go  out  the  ends  of  the  slots  and 
to  finish  the  assembly  so  the  sliders  move 
easily  A  little  soap  makes  a  good  lubricant  if 
necessary, 

A  couple  of  balls  on  the  ends  of  a  piece  of 
string  or  rope  have  been  everything  from  a  toy 
to  n  weapon  among  various  peoples.  The 
Argentine  gauche  twirls  these  holas  and 
throws  the  twirling  assembly  at  an  animal's 
legs:  the  balls  carry  the  ends  around  and  the 
animal  is  tripped  up.  The  Maori  tribesman  in 
New  Zealand  puts  smaller  weights  on  the  end 
of  a  longer  string  and  uses  the  assembly  in  a 
complicated  dance  involving  whirling  the  balls 
so  they  pass  each  other  without  entangling. 
The  Eskimo  does  somewhat  the  same  thing, 
except  with  a  shorter  string  and  a  knotted  loop 
just  off  the  center.  The  balls  are  spread  as  far 
as  possible,  then  the  assembly  is  lifted  with  a 
twisting  motion  to  make  the  balls  whirl,  pref¬ 
erably  in  opposite  directions  and  without  en* 
tangling.  That  takes  practice.  We  kids  made 
the  Argentine  type  out  of  the  spools  in  the 
ends  of  a  roll  of  butcher  paper.  They  don’t 
have  to  be  balls  at  all — a  bag  of  pebbles  or 
sand,  or  any  shape  you  prefer,  as  long  as  it  is 
compact,  will  work  if  it  is  heavy  enough  to 
stretch  whatever  string  you're  using. 

Another  one-time  weapon  is  the  Australian 
boomerang,  which  I  have  sketched  from  an 
Australian  souvenir.  Note  that  there  is  a  lead¬ 
ing  edge  on  each  arm,  and  that  it  is  thinned  to 
cut  the  air.  while  the  entire  top  surface  is 
chamfered  around  the  edge  so  it  has  a  crude 
airfoil  shape.  The  boomerang  is  not  thrown  as 
I  thought  as  a  kid,  but  is  held  at  the  end  which 
has  the  underside  taper  outside,  with  the 
thumb  running  up  along  the  taper.  The  other 
end  of  the  boomerang  extends  forward,  not 
backward  as  I  had  thought,  and  the  weapon  is 
thrown  somewhat  above  the  horizontal  and  in 
a  vertical  plane.  It  turns  in  flight  so  that  it 
planes  horizontally,  and  (one  hopes)  makes  a 
complete  circle  if  it  doesn't  hit  what  it  was 


aimed  at.  Throw  it  hard,  with  a  whipping 
motion,  and  you  should  be  getting  it  to  return 
in  three  or  four  tries.  It  can  be  surface- carved 
or  pointed— but  be  sure  it  flies  before  you  put 
in  time  decorating. 

Two  ingenious  articulated  toys  are  the  Chi¬ 
nese  dragon  and  the  pecking  chickens.  If  you 
have  access  to  bamboo  or  other  tubular  wood, 
you  can  moke  a  very  startling  dragon,  snake  or 
alligator,  depending  upon  the  head  you  carve 
and  the  back  decorations.  The  pecking  chick¬ 
ens  are  usually  arranged  three  or  four  around 
a  flat  board,  with  a  string  running  from  the 
back  of  each  neck  down  through  a  hole  in  front 
of  the  bird  body  to  a  ball.  When  the  assembly 
is  rotated  in  a  horizontal  plane,  the  boll  in  its 
arc  pulls  each  string  in  turn,  so  the  bird  heads 
rise  and  lower  alternately.  Bodies  are,  of 
course,  rigidly  pinned  to  the  base  hoard.  The 
same  principle  can  be  used  on  many  other 
subjects:  The  Russian  dancing  bear  is  just  one 
example.  Here  three  strings  operate  upper 
arms  on  the  bear  playing  the  drum  and  one  leg 
of  ihe  dancer. 

The  Indian  flute  is  perhaps  too  elaborate  for 
a  toy,  but  it  isn't  a  very  good  musical  instru¬ 
ment  because  it  is  too  hard  for  a  child  to  blow 
unless  a  reed  is  added.  However,  it  makes  a 
good  project  and  a  handsome  decoration,  so  I 
have  included  it  here  With  it  is  a  lifesized 
walnut  egg,  also  not  good  for  anything  but 
decoration,  as  far  as  I  know,  but  a  carving 
project  that  requires  some  care  in  adapting 
shapes  to  the  available  area. 

Several  other  devices  seemed  appropriate 
to  include  here,  although  some  may  be  ques¬ 
tioned  in  their  status  as  toys.  The  first  is  the 
cockhorse  or  stick  horse,  simply  a  carved  horse 
head  on  the  end  of  a  dowel  or  broomstick,  with 
or  without  wheels  at  the  bottom  end.  (It  is 
called  a  “cockhorse"  in  England  after  the 
spare  horse  stabled  at  the  foot  of  a  hill — to 
help  coaches  over.)  It  can  be  made  of  good 
wood  and  have  a  separate  bridle  and  be 
elaborately  done,  or  it  can  be  ultrasimple;  this 
seeim  to  make  little  difference  to  a  child.  It 
was  only  my  pride  that  let!  me  to  adapt  the 
horse  silhouette  from  the  knight  of  my  over¬ 
size  chess  set  (page  101),  use  mahogany,  and 
decorate  the  wheels  liken  Sicilian  cart.  Then  I 
watched  a  three-year-old  ride  it— and  made  a 
simpler  pine  head  complete  with  bridle. 

The  sky  hook,  belt  balancer  or  “impossible/1 
as  we  called  it.  will  work  only  with  a  belt. 
It's  not  too  interesting  to  people  who  aren’t 
science-minded  and  hence  don’t  realize  that 
what  theyVe  seeing  is  “impossible." 
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Stage  Properties  Can  Be  Whittled 

How  to  Help  Your  Local  Theater 


Sifigfr  properties— mw  '■prrjps" — provide  endless  clifltftniKt^  for  tliv 
whittles  Of  flifvpr.  J  vt  mode  dojcih  of  both  of  wood  and  of 

«v fo foam:  I  vt  seen  churn*  r>f  <i| her  One  carver  in  Germany  hte 
irjif!c  nviyiuficrnt  heroic  pieces  for  the  Munich  Opdfu  from  a  tiretc 
foam  plastic,  they  are  fin  in  I  led  with  acrylics,  so  they  Ye  mdLstin 
((UJthuMe  from  wood  or  ivory. 

My  biggest  piece  was  iht-  styrofoam  angel  j|ltjitrmf*|  m  The  Mod¬ 
em  Book  of  Whittling  and  Woodcarvinf,  J  56).  mv  most 

in  trie,  no  is  l  he  chip-carvur-d  pij-w-  n»i-k  (page  8).  Most  prop*.  hc*w* 
ever,  need  not  Hr  meticulously  done.  beencis**  they  An?  seen  only 
from  a  disLArKC’.  but  they  must  he  painted  in  most  cases.  Exrmtpfcs 
an*  shown  Th*»  vwmrd  and  anvil  BE  lower  right  wore,  of  course,  for 
41  vefum  ul  Kinu  Arthur —when  the  boy  pulls  the  sword  to  prove 
his  ancestry,  The  swnnrf  is  transparent  plastic,  with  dasigm  yrounrf 
in  the  *  *  v  2  x  Jb-irtch  blade  nod  the  edges  left  rough.  Thus  ji 
pen  flashlight  concealed  in  thr  carved  wooden  liaiultp  projects  light 
dawn  the  plastic  when  Arrhnr  pulls  the  switch.  .nvl  makes  Lhc 
roughened  areas  glow  in  dim  light.  The  swoad  was  thrust  through  a 
redwood  anvil  inrct  n  siyi<i|n;un  "stone*  and  cotafeafud  by  u  break¬ 
away  hvo'pkw  styrofoam  “stone  as  wefl.  At  bottom  toft  is  h  group 
mcSvdmg  Aladdin's  magic  lamp.  a  whittled  sword  hU[  and  Captain 
llook'i  double  cigar  (from  Pider  Parti  The  tnmp  ha*  n  fniwe  made 
fr -’in  An  old  faucet  collar  and  the  hoodie  is  bent  hoevy-duty  clectfi* 
cal  cable.  The  whole  piece  was  glided.  Note  the  fteqnim  and  glitter 
pasted  on  kwh  in!  hilts  to  simulate  jewaLs, 

Brknc  and  at  right  are  two  groups  of  very  simple  pieces.  Hint  at 
right  showing  the  top  uf  a  fireplace  andiron,  nismJ lc  from  r.  pedestal 


l*b£  and  a  tennis  ball,  wiitli  two  crosses  nrxt  n — the  vnirtJlL'r  actually 
walnut,  the  otlitr  just  pine  and  gilded — for  in  almr.  In  the  group 
below  left  h  an  oyster  cut  from  plywood,  with  fokte<Lp:if>Fi  ley/* 
and  paper  feet.  Ii  opens  on  a  spring  hmge  mode  from  n  big  paper 
clip — (the  typo  with  (he  fofclluicfc  w*rr  Handles — id  reveal  :*  "pcurl* 
inside  ty  ou  will  recall  that  I  he  Walrus  and  lire  Carpenter  ale 
oyslei*  in  Afiic  lit  Wontterfandl  Next  tl  in  w  smoke  pistol,  o  gnp 
with  a  slide  on  top.  A  kitchen  match  pushed  through  n  holt  in  rhe 
side  enters,  a  metal  jmn  containing  smoko  powder,  where  it  is  struck 
andi  igmted  by  a  piece  of  sandpaper  6n  I  He  slirfc  whan  it  »  mov*.  I 
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^20  Transportation  Silhouettes: 


Nostalgic  Outlines  Provide  Decoration — And  Practice 


These  Silhouettes  dale  beck  td  a  rime  when  I  was  inter- 

t-stifd  in  th*  .almost  |r>r^oT(ni  ways  uf  moving  rfhout, 
principally  by  horso-drawn  vehicles.  Moat  were  executed 
in  three-ply  veneer,  by  ImikI,  with  n  sefull^nw  but  would 
go  mttch  faster  on  a  jir&hw  They  ere  typical  of  th* 
designs  now  being  applied  to  mailboxes,  storm  doors 
mnntefs,  tet  on  plate  mils,  und  the  like.  They  ten  b< 
Simple  silhouettes.  or  con  bo  mr>d«Jt>fl  slightly  with  low 
relict  carving,  just  as  you  prefer  Mine  were  nit  provided 
with  b&sc*  and  finwhed  with  flat  black  paint,  bs  a  plat*- 
re  it  series  They  provide  Rood  expenenc*-  with  ihe  wrw, 
win..  Li  hdp«t  in  rttfigZimg  oul  3-D  ai  d  silhouette  carving 
blanks,  ond  may  also  serve  as  design  tiarterc  far  panels. 
Back  a  century  nr  sc.  e  iiroat  many  designs  were  largely 
scrtriluiw  work — tin?  trim  on  window  and  picture  frames, 
around  doorways  and  windows,  at  eaves  arn1  peaks  on 
Victerinn  houses.  Typical  of  the  more  rlnh  rate  variety  is 
the  fan  below,  made  of  vandal  wood  Sint#,  with  |he  fenvri 
enrol idly  vowed  in  intfifntv  devigm.  that  vary  enough  to 
indicate  Ihnt  Ihe  tawing  was  done  singly 


2C 


WATER  CART 
MEXICO 


4-PA5S  SLEIGH 


5ICILIAW  CART  I  LALY 


ONE  HORSE  CHAISE 
'ONE-HOSS  5HAV 


%  How  to  Solve  Knotty  Problems: 


Sometimes  the  Knots  Can  Be  Carved 


There  are  times  when  otherwise  good  and 
handsome  wood  scraps  have  knots  or  rotted 
spots  in  unexpected  places*  suggesting  that 
they  are  good  nnly  for  firewood.  But  in  these 
wood-short  times,  it  is  best  to  examine  them 
rather  closely  before  they  are  discarded.  Don 
W.  Lougeay,  of  Belleville*  Illinois*  had  such  a 
problem  with  the  parts  of  a  wild  cherry  log 
he'd  gotten  cut  at  the  local  sawmill  to  1*,  2-. 
and  3-inch  boards  of  various  %vidths  and 
lengths.  He  turned  fruit  compotes  and  candle¬ 
sticks  from  the  good  portions,  then  had  “a 
bunch  of  small  pieces  1  to  2  inches  thick  and  3 
lo  4  inches  long— too  little  to  keep  and  too  big 
lo  throw  away,*1 

A  little  figuring,  ami  he  began  to  whittle 
nests  of  scoops  like  those  shown,  suited  in  size 
for  apothecary  jars  instead  of  the  garish  col¬ 
ored  plastic  ones  available  nowadays.  They 
nest  in  a  convenient  stack  and  can  have 
decorated  handles — and  the  cherry  takes  an 
attractive  color.  He  made  a  number  of  these 
sets,  for  wedding  presents  and  other 
gifts — 1 "and  they  were  always  well  received. 

Still  left  were  bits  of  wood  with  rotten  spots 
and  knots,  with  good  color— pink  to  deep 
red — and  some  very  attractive  figure.  Don 
had  fifteen  nieces,  all  of  whom  expected  hand¬ 
made  presents,  so  he  remembered  that  pony¬ 
tail  hairdos  are  the  style  again  and  set  to  work 
designing  barrettes.  The  results  are  shown 
here.  Instead  of  discarding  the  knotty  areas, 
he  utilized  the  curved  grain,  much  as  the 
pioneers  made  cups  and  bowl  from  burls.  Thus 


the  finished  piece  has  greater  strength — and 
greater  beauty — than  it  would  have  if  made 
from  good*  straight-grained  wood.  Also,  he  got 
quite  a  bit  of  variety  into  both  the  designs  and 
the  method  of  holding  the  barrettes.  Some  of 
the  latter  are  held  by  thrust-through  pins  that 
also  utilize  bits  of  curved-grain  wood  and  lock 
by  a  quarter-turn;  others  by  the  more  conven¬ 
tional  bent  wire  put  through  a  hole  at  one  end 
and  snapped  into  a  sfot  at  the  other,  as 
sketched,  In  fact,  Don  became  so  enthusiastic 
that  he  made  several  extra  barrettes  and  sold 
them  at  prices  up  to  $35  apiece!  Not  had  for 
scrap  wood  from  a  log  that  only  cost  $6  in  the 
first  place.  (If  Don's  nieces  had  been  older,  he 
could  have  carved  identifying  collars  or  "gor- 
gets"'  for  liquor  bottles — or  the  ladies.) 

Don's  major  tools  were  six  Boy  Scout  handi¬ 
craft  knives,  No.  2694.  They  come  with  five 
blades  (three  straight,  one  right-and  one  left- 


Tltrer-ftr.-c  r«nr11c*tn:tfs 
IfxflM.)  tntJ  compute-  dull  (be 
kwluvri-  l  hi  ihLxI  from  twst 
porticos  p!  cherry,  ne^liKl 
f<oops  (fur  right*  whittled 
from  smeller  dear  hns,  nrrri 
carved  with  aimplr  fcumrilr  dr- 
ttgm 


^’°P — 'Twu  fnittiligr  faqrrailr  shuprj,  mM*-  [rrwn  rurvtfd  wikk!  sur- 
ruimrlmn  a  kr>ol:  nnv  i$  rwured  ctirds,  the  other  tieml  and  circle- 
motifs.  Blrinks  arc  tui  40  nr«ti-  rum  end  (o  end  Tbe  convemionai- 
tJ^I  swallow  ii  front  L1  Wank  etii  nt»rr-r  Ihe  knot,  hotter  is  shorter 
nfid  hai  grenier  rurvnture.  Not,-  the  wood  5  in  curvet!  catches  on 
the*e  three,  shown  raort’  dearly  in  lh<  <  mcr  photo.  It  h  nlso 
ptwsibU*  to  ih ur  *  ronvemionaJ  wire  lock  for  fastening,  by  leaving 
lugs  fit  the  ejtri-  of  the  lilatik.  or  even  by  glume  them  on  later.  Th> 
war  paaies  ihiuufih  a  drilled  holt  %  then  *s  bem  so  the  ends  catch  m 
a  hayonel  slot  at  fhc  other  end. 


hand  hook)  and  a  handle  at  any  Boy  Scout 
supply  store  for  a  1974  price  of  SI -25.  He  uses 
the  extra  handles  so  he  doesn't  have  to  change 
blades,  after  he  has  sharpened  them  and 
changed  the  cutting  angle  In  suit  his  needs. 

To  fill  out  the  panel  of  sketches,  I  have 
added  several  alternate  simple — almost  chip- 
carved — designs  for  scoop  handles,  and  sever¬ 
al  suggestions  for  using  knotty  pieces  of  vari¬ 
ous  sizes  and  shapes  for  anything  from  rings, 
cufflinks,  pendants  and  bracelets  to  panels, 
trays  and  toy  or  table  decorations. 

I  often  run  into  small  knots  in  an  otherwise 
clear  panel  and  usually  manage  to  modify  the 
design  slightly  so  the  knot  becomes  anything 
from  an  eye  to  a  head  or  belly  in  the  finished 
piece.  Only  when  the  knot  interferes  with  the 
design  is  it  necessary  to  cut  it  out  and  replace 
it — ^after  all,  knots  are  to  be  expected  in  wood. 
Rotten  spots  and  fungous  areas  are  a  different 
matter:  They’re  ugly,  thus  usually  require 
immediate  plugging  because  they're  too  deep 
or  a  distracting  shape 

Knots  are  always  worthy  of  respect,  particu- 
larjy  for  the  beginning  whittler  or  carver. 
Because  they  are  harder  than  surrounding 
wood  and  have  circular  grain  lines,  they  chip 
and  break  easily f  rather  than  cutting,  and 
have  the  tendency  to  take  the  edge  off  tools 
quickly.  They  are  somewhat  easier  to  carve 
with  chisels  than  with  the  knife  because  the 
chisel  edge  is  normally  thicker  and  stronger, 
but  they  can  cause  the  breakage  of  any  kind  of 
took  Further,  particularly  in  soft  woods,  a  big 
knot  tends  to  crack  and/or  fall  out,  so  its  safer 
basically  to  avoid  them  when  possible.  But 
they  do  offer  a  curved  gram  structure,  which 
Don  Lougeay  utilized  so  effectively.  When 
encountered  in  in-the-round  pieces,  a  knot  can 
often  be  shaped  with  files  more  easily  than 
with  edged  tools.  When  large  knots  are  en¬ 
countered  in  large  pieces  during  carving,  it  is 
usually  advisable  to  stop  and  cut  out  the 
knotty  area  and  fill  it  with  matching  wood, 
although  this  does  cause  trouble  in  finishing 
unless  flat  paint  is  to  be  used.  It  is  necessary  to 
make  sure  the  joining  lines  are  accurate  and 
any  cracks  thoroughly  filled  with  a  mixture  of 
glue  and  sawdust,  then  to  touch  up  the  lines  to 
correct  any  color  variations  when  the  finish  is 
applied. 


GRADUATED  SCOOPS  CAN  6£  NESTED 

^iTSilUQ 

ALTERNATE  HANDLE  MOTIFS 


BARRETTE  PATTERNS 


Cto  5V  sc  oil  ori  -  b  i  ft  nk 
1 1~ - 44*6pproK  - -l 


Knotty  areas  provide  Wit  blanks  ^  Lock  pins  -  insert  &  Wist  ^ turn  OTHER  SOLUTIONS  to  KNOTFY  PROBLEMS 


^  Weathervanes,  Wind  Toys  and  Signs: 


From  Our  Past,  a  Series  of  Simple  but  Graphic  Designs 


In  the  simpler  world  of  long  ago,  man  did  his 
own  %veather  forecasting*  There  was  actually  a 
weathervane  on  top  of  the  Tower  of  the  Winds 
built  by  Andromrus  in  Athens  in  100  B.C  The 
vane  was  a  bronze  triton  who  pointed  his 
trident  in  the  direction  of  the  wind.  Weather- 
vanes  were  common  in  England  after  William 
the  Conqueror  and  in  France  after  the  Revo¬ 
lution.  Scandinavians  even  had  them  on 
ships— lineal  ancestors  of  our  wind  pennants 
on  sailboats  and  windsocks  at  airports, 

American  vanes  date  back  to  the  Pilgrim 
fathers.  A  copper  cockerel  was  made  in  1656 
for  the  Dutch  Reformed  Church  in  Albany, 
N.Y.  Paul  Revere  had  a  wooden  codfish  stud¬ 
ded  with  copper  nails  over  his  coppersmith- 
ing  shop  in  Canton,  Massachusetts.  Shem 
Drownes,  bom  in  Boston  in  1683,  made  the 
famous  copper  grasshopper  atop  Faneuil  Hall, 


Philadelphia,  in  X  742*  (It  was  a  copy  of  one  on 
the  Royal  Exchange,  London,)  He  also  made 
the  copper  weathervane  and  Indian  atop  the 
old  Province  House  in  Boston  and  a  rooster 
atop  the  New  Brick  Church  on  Hanover 
Street,  Boston  (circa  1722),  which  are  still 
extant  Hawthorne  mentioned  the  copper  In¬ 
dian  in  his  story,  “Drowre’s  Wooden  Image,** 
and  there  was  a  tradition  among  children  that 
the  Indian  would  shoot  his  arrow'  each  day  at 
high  noon,  Drowne,  incidentally,  also  carved 
trade  signs,  pump  heads,  figureheads  for  ships, 
and  mantelpiece  decorations*  Actually,  many 
of  his  designs,  as  well  as  those  of  others,  could 
be  weathervanes  or  signs  or  wall  plaques  with 
little  or  no  change* 

During  the  seventeenth  and  eighteenth  cen¬ 
turies,  vanes  were  somewhat  limited  in 
design — arrows,  fish.  Indians,  cocks,  grasshop- 


AM  three  of  weaUitivaiwf  art- 

Truth  I  inunj  -the  cod  in  New 
seasons!  towns  f  |he  horse  Inland  (this 
one  i>  in  i ho-  Cnopox^tnwiv  N.Y.. 
FoniK-r'E  Minium 3  olid  the  cock  on 
church  ibf*  Lkttfr  P^ter  denied 

llip  Lord  before  The  rock  crDwcrfJ 
They  nwy  be  finished  run i really .  m 
Isrlfw,  sl^hdy  (intvei  or  fully  colonx!, 
m  ai  kin  The  cod  u  a  good  teaching 
project  for  bi-ymm-fv 
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RUNNING  HORSE  (Fa™  areas) 


ROOSTER 


GRA55  HOPPER 

1742 -On  Fartftiil  Ha  El 


CODFISH  (Mass,  Coast) 


ANGEL 


SWORDFISH  (Silhouette) 


rtodcrlfld  £ 

tls'lf 


HEN 

(Silhouette) 

Jfli-cs  Leonard 


(ROWING 

COCK 


PHEASANT 

(Silhouette) 


VOLUNTEER 

FIREMAN 


DIANA 


UBERH 


INDIAN  ARCHER 


MAN  DRIVING  PIG 


Whrtfe  nnd  feather  wen*  sstadilurd  weathervane1  « Ntpw.  These 
were  pictured  fit  Glck?  SofTwrvilk-.  N.J  atep  fesiored 
huiklings. 


pers,  Farmers  chose  their  awn  familiar 
subjects:  cows,  horses,  sheep,  pigSi  poultry. 
They  put  their  vanes  on  top  of  their  barns  so 
they  could  be  seen  from  the  house.  Sea  coast 
villages  had  mostly  sailors,  seagulls,  fish  and 
whales.  The  rooster  or  cockerel — the  weather¬ 
cock — was  very  common  on  church  steeples*  a 
reminder  of  the  cock  that  crowed  the  night 
that  Peter  denied  the  Lord.  Some  churches 
had  instead  Gabriel  blowing  his  horn,  a  modi 
fied  lyre,  or  in  New  England,  the  expected 
codfish. 

Most  of  these  vanes  were  copper  or  galva¬ 
nized  iron  and  made  in  factories  after  the 
mid  nineteenth  century.  However,  all  were 
preceded  by  wooden  models  or  molds  carved 
in  wood,  and  the  home  craftsman  made  his 
usually  of  wood  or  of  sheet  metal.  Tradesmen 
began  to  advertise  their  crafts  with  weather- 
vanes,  a  pen  (for  a  lawyer  or  scrivener),  a 
plow,  a  gloved  hand,  mortar  and  pestle,  pig  on 
a  knife  (see  sketches),  ship.  As  the  country  and 
the  fashion  grew,  subjects  were  limited  only 
by  the  ingenuity  of  the  craftsman:  heraldic 
designs*  locomotives  or  trains,  wild  animals, 
wagons,  jockeys  on  horseback,  patriotic  sub¬ 
jects*  Indians,  hunters,  mythological  figures* 
firemen.  Some  vanes  even  pictured  a  scene  or 
told  a  story,  picturing  incidents  involving  sev¬ 
eral  figures  on  a  common  base.  Eventually, 
vanes  were  available  cast  in  the  round,  cut 
from  sheet  metal,  assembled  from  parts.  Some 
still  are*  but  we  usually  rely  on  the  radio  or  TV 
to  learn  the  weather  nowadays. 

The  simplest  weathervane  is  simply  a  flat 
silhouette  standing  against  the  sky  But  more 
elaborate  designs  can  incorporate  chip  carv¬ 
ing,  outlining,  low  relief  or  fully  in-the-round 
elements.  Some  of  the  more  familiar  designs 
are  sketched,  but  the  sky  is  literally  the  limit. 


The  essentials  are  that  the  design  present 
some  surface  to  the  wind,  that  it  not  be  too 
fragile  (if  of  wood*  this  is  particularly  true)  and 
that  it  be  possible  to  support  it  on  a  shaft  in 
such  a  way  that  one  portion — the  rear  end  of 
most  designs — presents  more  surface  to  the 
wind,  thus  pointing  the  nose  portion  into  the 
wind.  Wood  must  be  reinforced,  thick  enough, 
and  probably  painted  as  well  to  reduce  warp- 
age.  Carving  technique  can  suit  the  ability  of 
the  carver.  It  is  usually  of  little  use  to  provide 
a  great  deal  of  fine  detail:  it  will  not  be  visible 
at  a  distance.  Thus  a  technique  that  results  in 
planes  that  catch  the  light  is  usually  best— b 
modified  form  of  chip  carving,  for  example*  as 
shown  on  several  of  the  examples.  Finishing 
had  best  be  forenduranee  Varnish  will  inevita¬ 
bly  wear  off.  The  ancients  tended  to  use  paint 
or  stain,  which  weathered  well.  Also*  their 
vanes  were  usually  on  lower  buildings  and 
more  accessible.  A  good  wood — pine,  mahoga¬ 
ny,  teak — is  the  best  base,  either  painted  in 
the  case  of  pine*  or  thoroughly  oiled  in  the  case 
of  the  others. 

Fascination  with  the  wind  also  led  to  a 
number  of  wind -activated  pieces*  A  simple 
one  was  the  Aeolian  harp  or  wind  harp  {see 
page  13),  simply  a  rectangular  soundbox  of 
thin  wood  made  to  fit  a  window  width  and 
bearing  on  its  top  a  series  of  three  or  four 
fiddle  strings  that  could  be  tuned.  I  have  heard 
of,  but  never  seen,  other  wind-activated  sound 
devices  like  propeller-driven  wheels  rubbing 
on  strings  and  wind -catching  reed  horns. 

Propeller-operated  toys  were  legion,  most  of 
them  stemming  from  Pennsylvania  Dutch  de¬ 
signs.  The  commonest  form  is  a  man  equipped 
with  blade  arms,  on  a  common  spindle,  so  they 
rotate  like  a  windmill  in  the  wind.  Originally  a 
frock- coated,  square-hatted  figure  like  that 
sketched,  it  was  inevitable  that  this  design 
would  eventually  become  a  traffic  cop  Every 
farm  boy  at  one  time  or  another  used  to  make 
an  even  simpler  design — simply  a  rough - 
whittled  propeller  tacked  to  the  end  of  a  stick 
with  a  tail  at  the  other  end.  the  assembly  in 
turn  tacked  4o  a  vertical  post.  This  became 
both  a  miniature  windmill  and  a  weathervane* 
because  the  propeller  faced  into  the  wind  as 
long  as  the  tail  vane  was  made  long  enough. 
Wind-activated  figures  such  as  a  woman 
churning,  a  man  sawing,  horses  walking*  a  ship 
plowing  through  the  waves  or  people  perform¬ 
ing  other  simple  tasks,  either  singly  or  in 
groups,  were  devised  by  the  ingenious*  usually 
during  long  winter  nights.  Some  of  these  van- 
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Signs  lend  (hemsetvtM  to  !o-a  relief  cnrv- 
ing,  Hrtie  nrc  a  group  from  Old  Somcr 
vilJr,  N  J..  b  restored  Village.  They  rn  u 
he*  merely  pAmfetl  urn!  fmmrd  with 
rorving  at  n  the  ship  chandler^  sird  at 
n^hli  l.e  a  symbol,  liktr  I  he  plow  m 

the  wheat  sheaf  design  below,  or 
the  sim  at  ct-nter  rifiht-  They  cart  «wi 
tribute  an  ideo  to  the  sign,  like  the 


angel  m  i-mti,  ffn:  butcher  ,-wid  pig  be 
low,  the  whale  ot\  the  ship  chandler's 
vijffu  putt  hrfmv  nr  tJw  girl  an  the  candle 
MEjn  at  iC»wcr  fight  Or  they  Cim  fee 
largely  lettering  likt*  th*  Quail  Hill  sign. 
The  eagle  at  Iowct  riRtit  was  car  by 
Matilda  Smith  to  go  over  art  Indbrin 
monleh  It  is  more  than  30  im  he* 
long  nnd  2  mefte*  thick. 
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ations  are  also  sketched  to  show  the  basic  idea. 
All  are  based  on  the  propeller  connected  to  a 
crank,  which  runs  either  in  a  hole  or  a  slot.  If  it 
is  in  a  slot,  a  guided  shaft  can  be  made  to 
reciprocate,  as  in  the  churn  sketched.  If  it 
rotate^  in  a  hole,  the  toy  operated  must  have 
at  least  two  pivots,  to  allow  for  motion  in  two 
directions.  Pieces  that  move  should  be  light 
and  loosely  jointed,  operated  by  a  propeller 
large  enough  to  turn  the  assembly  easily  and 
fastened  securely  to  the  crankshaft  The  usual 
way  is  to  thread  the  prop  end  of  the  crankshaft 
and  hold  the  propeller  with  a  nut  on  each 
side— but  the  propeller  can  be  put  through  a 
tight  drilled  hole,  bent  at  a  right  angle  and 
secured  to  the  face  of  the  prop.  Shafts  can  turn 
in  holes,  well  oiled,  drilled  in  maple  or  other 
hard  wood,  and  there  must  be  some  form  of 
thrust  collar  or  stop  to  keep  the  shaft  in 
position;  else  the  thrust  of  the  propeller  will 
soon  cause  wear  and  locking  of  shaft  against 
support  post. 

It  is  also  advisable  not  to  have  too  large  a 
propeller,  or  to  have  some  way  of  inactivating 
the  wind  toy  in  gales,  or  parts  will  be  strewn  in 
all  directions.  My  father  told  of  a  mechanic 
friend  who  made  a  windmill  of  a  man  sawing 
wood.  As  a  realist,  he  provided  teeth  in  the 

My  tavonU-  1^11  i*  this  soii£  withuiil  v^/ds  in  the  park  where  thr* 
Oklobcrfcsi  ii  Maged  each  ^  ear  in  Munxh.  Germany.  Pcqpk-  of 
many  longue m  gnthtT  ttierc,  so  on  JflnEUflKe  6*  ad^juftHK  Q*rvtd  wt 
pine  2  inches  thick  imd  about  18  iiKiie*  high,  it  is  pninlod  in  color 
and  deliver*  ife  inr^ingt;  a*  only  an  inspired  sign  can  do. 


saw.  One  night  in  a  storm,  the  man  sawed 
through  the  log.  Obviously,  a  saw  should  be 
held  so  it  does  not  bear  on  the  log  it  is 
apparently  cutting — -and  my  father’s  friend 
should  have  provided  an  accessible  stop  for 
use  in  high  winds. 

It  may  be  necessary  to  experiment  with 
propeller  size  and  blade  width  to  suit  the 
assembly  being  driven.  If  parts  move  freely, 
the  device  will  operate  in  light  winds  with  a 
relatively  small  propeller,  but  this  leads  to 
excessive  speed  when  the  breeze  builds  up. 

Both  vanes  and  mills  must  rotate  on  their 
vertical  supporting  shaft  to  face  the  wind,  so 
they  should  have  some  form  of  tail  element 
that  steers  them,  and  some  form  of  pivot.  For  a 
vane,  the  simplest  is  simply  a  well-oiled  hole 
and  a  smooth  end  on  the  shaft.  To  reduce  the 
drilling  effect  and  wear,  a  small  plug  made 
from  the  shaft  material  can  be  inserted  and 
glued  in  the  hole,  so  Hie  bearing  at  the  top 
becomes  metal-on-metal.  Another  device  is  to 
solder  on  a  washer  so  it  will  bear  on  the  base  of 
the  vane.  Still  another  is  to  run  the  shaft  up 
the  side  and  hold  it  with  screw  eyes  or  staples. 

Similar  bearings  can  be  used  in  the  base  of  a 
windmill,  but  it  is  usually  better  to  form  a 
more  elaborate  bearing,  with  a  stop  collar 
soldered  in  place  below  and  a  washer  and  nut 
on  top,  so  the  device  will  not  lift  off  in  case  of  a 
ground  swell, 

[n  either  case,  the  support  should  not  be  at 
the  center  of  gravity  of  the  assembly  unless  a 
long  tail  vane  is  used;  the  device  must  present 
more  rear  surface  to  the  breeze  so  the  propel¬ 
ler  of  the  mill  or  nose  of  the  vane  faces  into  the 
wind.  Note  that  in  the  examples  sketched, 
pivots  are  well  forward  to  avoid  such  prob¬ 
lems. 

As  I  remarked  initially,  vane  silhouettes  can 
also  be  used  as  wail  plaques,  signs  (name, 
number,  etc.X  or  as  surface  decorations  on  a 
mailbox,  plate  rail,  over  a  door  or  on  a  boat.  I 
have  therefore  also  provided  (page  26)  designs 
of  silhouettes  too  complex  and  too  fragile  for 
vanes,  but  eminently  suitable  for  a  standing  or 
apphqued  decoration. 
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^  Love  Spoons  from  Wales  and  Elsewhere: 


Scandinavians,  Germans,  Spanish,  Latin  American  Indians  All  Make  Them 


The  standard  whittling  “tricks” — -ball-in-a- 
cage,  fan,  swivel,  chain,  pliers — have  been 
familiar  to  me  all  my  life  m  just  themselves 
and  nothing  more.  When  Welter  L.  Faurot 
wrote  his  pioneering  book.  The  Art  of  Whit¬ 
tling,  in  1930,  he  devoted  most  of  his  pages  to 
them:  he'd  always  known  of  them,  too*  and 
probably  assumed,  as  1  did,  that  they  originat¬ 
ed  in  our  own  past.  At  the  advanced  age  of 
fifteen  or  so.  I  applied  the  fan  to  birds*  wings 
and  tails,  flying  fish  in  a  cage,  flowers  and 
even  a  Sioux  headdress,  and  felt  I'd  advanced 
the  art  several  steps.  I  described  these  ad¬ 
vances  in  1936  in  my  first  book,  and  the  WPA 
did  me  the  dubious  honor  of  copying  some  of 
them  in  a  little  booklet  without  credit  several 
years  later. 

Then  I  began  to  see  the  fan  variations  from 
Sweden  and  Japan — far  more  elaborate  than 
anything  I'd  done.  The  Viking  spoons,  suppos¬ 
edly  made  originally  almost  a  thousand  years 
ago,  incorporated  the  wooden  chain  for  a 
reason*  as  we  shall  see.  The  Chinese  nested 
spheres  in  ivory,  with  as  many  as  twenty -eight 
balls  one  inside  the  other,  several  surface- 
carved,  far  outclassed  any  balMn-a-eage  Fd 


ever  seen.  And,  just  recently,  a  friend  brought 
back  from  Wales  some  pictures  of  Welsh  love 
spoons  that  have  been  made  there  for  at  least 
three  hundred  years,  incorporating  both  the 
bn  II -in- a -cage  and  the  swivel  as  integral  parts 
and  giving  them  a  meaning  instead  of  just 
celebrating  them  as  tricks. 

At  this  late  date,  Fm  beginning  to  realize 
how  little  we  really  know  of  the  origin  of  our 
standard  designs,  and  how  most  have  come 
down  through  the  centuries,  sometimes  losing 
their  basic  meaning  in  the  process.  I  described 
such  a  situation  in  a  recent  book.  The  Modern 
Book  of  Whittling  and  Woodcarvmg:  the 
breadboard  which  some  carver  long  ago  cir¬ 
cled  with  “Give  us  this  day  our  daily  bread, ” 
which  later  copiers  shortened  to  just  “Bread," 
although  they  retained  the  Old  English  letter¬ 
ing  of  the  original  and  the  circular  form.  In  all 
of  these  designs,  later  makers  copied  the  earli¬ 
er  ones;  and,  because  wood  is  perishable,  it  is 
not  possible  to  date  such  pieces  as  remain  in 
mony  instances. 

Now  Fve  found  excellent  descriptions  of 
Welsh  and  Swedish  love  spoons  and  pictures 
of  several  dozen  types  in  various  references, 

Left — These  three  love  spoons,  made  m  a  few  hour 5  each  by  the 
nuihof.  *hcw  some  ci  (tie  rantfe  of  dvaiftm,  The  largest  it  u  copy  of 
tho  twite 3 1  known  Welsh  spoon,  modified  slightly  for  greater  ease 
of  carving  by  a  doss  and  ben  eg  e  somewhat  greew  in  appearance.  Tl 
in  in  sugar  pine  about  I  lvi  in.  :quurt?  by  10  in-  Ichik,  The  smallest 
spoon  is  m  blond  hml_.  t white  mahogany)  ami  substitutes  an  apple 
for  the  original  cocnbJIkc  lop  ire  member  the  Garden  of  Eden?l  The 
comer  spoon,  in  mahogany,  is  a  modification  of  a  frequent  design 
by  lonesome  snifore.  Scaled  on  the  mermaid  are  produced  with 
vtriicfll  cuts  wilJi  n  1  «-in.  balf*  round  gauge,  followed  hy  iunnj; 
fumy  the  edges  beneath  Below— the  availability  of  an.  apple  sug¬ 
gested:  tli#  old  Chinese  whimsy  of  a  worm  in  the  hack,  and  cutting 
si  way  the  intertwined  snakes  fo  thin  ibv  i-pom  hmulk-  left  a  precul 
stub  which  yielded  it  pendant  ns  a  bonus- 
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plus  the  fact  that  Swedish  swains  wore  their 
spoons  in  a  buttonhole  when  they  went  court- 
ing.  The  young  lady  countered  with  a  yarn 
doll,  and  these  were  exchanged  to  plight  a 
troth-  Our  baJI-in-a-cage  devotees  could  have 
had  a  traditional  reason  and  a  practical  outlet 
for  their  output  had  they  only  known  its 
origin! 

Anyway,  the  Welsh  love  spoon,  like  its 
Viking  counterpart  (and  possible  ancestor), 
was  a  young  man's  proudest  gift  to  his  intend¬ 
ed  It  had  all  the  symbolism  of  love  gifts  the 
world  over,  and  showed  the  young  man’s 
devotion  and  skill,  just  as  the  modern  girl’s 
knitted  neckties  and  socks  were  supposed  to 
later  There  were  those  coquettes,  of  course, 
who  collected  a  row  of  spoons,  just  as  girls  I 
know  collected  fraternity  pins  and  dia¬ 
monds — and  the  swain  who  could  make  one 
could  presumably  make  several  if  his  affec¬ 
tions  varied.  Inevitably,  less  gifted  men  hired 


QU*t'f  countras  have  (heir  love  ipoum  us  wc\\,  h«t  known  among 
them  the  Scnnrtinnvtnfi  e>r  Viking  tnn*  ul  Ml,  M-ufi-  from  a  single 
<  f  ifcvprtd,  this  twin  spoon  has  pierced  carving;,  surface-ini  vetS 
howls  and  ts  big  enough  lo  be  uvatl^w.  Legrr^f  Ms  it  Unit  lift1 
nei*f1jn-«h  Jr*i1  t^u  h  (ho  wjjh  list  spoor t.  and  Une  bride  wore 
them  about  her  neck  while  her  mote  went  a^conquertng.  The  spoon 
M  rigb*  b  simply  on  d liberate  vitriaiion  of  the  traditional  Mexican 
ladle.  rrtniiv  for  the  tourist  trade.  n»  five  wmiiler  versions  of  the 
Viking  spoony  are  produCctl  with  gouges. 


more  gifted  ones  to  make  spoons,  until  they 
became  just  another  commercial  product,  and 
the  tradition  and  custom  died  out  perhaps  a 
hundred  years  ago.  Now  the  Welsh  are  turning 
out  the  spoons  again  and  "reviving”  the  tradi¬ 
tion — but  for  the  tourist  trade. 

Spoons  are,  of  course,  not  the  only  love 
token.  Many  rustic  and  seaside  communities 
have  produced  other  types:  chip-carved  boxes, 
lockets,  pins,  scrimshawed  ivory,  mac  r  a  me 
belts.  They  were  in  many  cases  an  alternate 
for  a  declaration  by  a  tongue-tied  suitor  but 
were  also  made  as  love  gifts  for  children, 
parents,  wives  and  friends.  Their  basic  idea, 
however,  was  as  a  prelude  to  courtship,  to 
indicate  a  desire  to  “spoon”  or  to  nest  like 
spoons,  hence  the  Victorian  usage  “spooning.” 

The  ball-in-a-cage,  incorporated  in  ninny 
Welsh  designs,  was  called  a  “lantern"  and 
signified  the  Jove  captured  that  could  not  be 
set  free.  The  number  of  links  in  a  chain  in 
some  cases  indicated  the  number  of  children 
desired  or  promised*  as  did  the  number  of  little 
spoons  in  addition  to  larger  ones.  Two  spoons 
on  one  handle  or  two  bowls  in  one  spoon 
meant  'We  two  arc-  one,”  as  did  two  balls 
within  the  same  cage.  The  keyhole  showed  a 
willingness  to  provide  a  house,  the  spoon  itself 
a  willingness  to  provide  food  (sometimes  this 
was  emphasized  with  a  knife  and  fork  as  well). 
The  wheel  meant  a  willingness  to  work  for  her, 
the  spade  a  desire  to  “dig"  for  her  and  so  on. 
The  comma  shape,  usually  in  pairs,  was  com¬ 
mon;  it  is  a  “soul"  motif — possibly  derived 
from  the  Chinese  yin  and  yang  or  the  Egyp¬ 
tian  shapes  depicting  nostrils  (through  which 
the  soul  was  believed  to  escape  at  death). 

Extremely  intricate  designs  eventually  were 
developed,  just  as  they  are  in  any  other  art  as 
it  approaches  its  decadence.  Some  became 
relatively  huge  and  elaborate  scrollwork  de¬ 
signs,  the  equivalent  of  an  Eiffel  Tower  model 
in  giued-together  matchsticks;  but  the  idea  of 
one-piece  design  was  largely  preserved  Ma¬ 
terial  could  be  local  woods,  fruits  like  pear  and 
apple,  nuts  like  pecan,  maple  and  the  occa- 
sional  exotic  woods  used  by  lovelorn  sailors. 
But  the  commonest  wood  was  sycamore,  be¬ 
cause  it  cuts  dean  and  carves  easily.  Inevita¬ 
bly,  some  later  designs  were  assembled,  and 
many  actually  were  no  longer  spoons — they 
became  forks  or  knives  instead,  even  whistles 
or  pairs  of  miniature  shoes.  But  the  shoe  has 
been  a  persistent  symbol  anyway;  it  survives 
in  modern  wedding  cakes  and  the  shoes  tied  to 
the  benedict’s  getaway  car — probably  even  in 
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the  story  of  Cinderella.  An  early  form  of  the 
shoe  tradition  can  even  be  found  in  the  Bible 
(Ruth  4  ;  7).  The  Welsh  converted  this  into  a 
pair  of  carved  shoes  made  into  receptacles 
with  sliding  tops,  one  containing  a  lump  of 
coal,  the  other  a  lump  of  sugar — so  the  newly 
married  couple  would  not  lack  for  food  or 
warmth. 

There  is  little  to  say  about  the  technique  of 
carving  the  spoons:  the  drawings  are  largely 
self-explanatory  and  wilt  serve  as  a  takeoff 
point  for  other  designs.  Some  designs  in  "chip 
carving'*  (page  8)  can  be  adapted,  as  well  as 
others.  Some  designs  are  identifiable  for  area 
of  origin.  There  are  local  design  differences;  in 
the  British  Isles,  for  example,  a  dolphin- 
shaped  or  crooked  stem  was  from  Caernarvon¬ 
shire,  large  twin  panels  featuring  the  keyhole 
and  heart  were  from  Pembrokeshire,  and  so 
on*  Some  areas  stressed  fret-saw  work  and 
chip  carving  (page  8)  of  surfaces;  others  had 
intricate  detail  carving  or  incorporated  several 
whittling  stunts* 

In  any  case,  these  designs  offer  a  challenge, 

1  in Ituii  Iwrn  ipoym  wlikli  I  had  upwards  vi  thirty  yira rs 
before  1  found  out  what  live  designs  were  meant  lo  repieseril. 

Many  of  ihv-t1  ure  quite  elnbormcly  Ctffv*d.  yet  sturdy  pntl  usable. 


and  a  more  practical  application  of  some  of  our 
familiar  tricks,  although  few  of  the  spoons  are 
practical.  My  only  caution  is  the  usual:  Be 
sure  your  selected  wood  is  straight-grained 
and  that  your  smallest  knifeblades  are  razor- 
sharp. 

Spoons  from  Other  Countries 

The  Welsh  spoons  led  me  to  research  other 
sources  for  spoon  designs.  Results  are  in  the 
second  page  of  drawings*  Included  are  exam¬ 
ples  from  the  Southern  Alps  (the  “Tyrol,”  once 
Austrian,  now  Italian),  from  Spain,  Portugal 
(the  Alentejo  area  on  the  southwest  coast), 
Germany.  India— all  old,  but  none  so  old  as 
two  ointment  spoons  f  rom  Egypt  that  are  more 
than  3,000  years  old!  There  are  also  more 
modern  designs  from  China,  Mexico  and  Peru. 
These  are  probably  not  “love"  spoons  in  the 
Welsh  romantic  tradition,  but  they  were  none¬ 
theless  for  domestic  use  and  some  affection 
must  have  been  involved  or  the  necessary 
lime  to  carve  them  would  not  have  been  spent 
The  ‘‘sailor”  spoon  is  my  own  composite  of 
three  motifs  common  in  such  spoons — the 
mermaid,  fish  and  rope.  Note  the  loose  ring  on 
one  German  design,  and  the  formal  carving  of 
another*  Most  of  the  spoons,  however,  are 
examples  of  folk  art,  repeating  what  are  com¬ 
monly  called  chip-carving  designs. 

In  sharp  contrast  are  the  horn  spoons  made 
a  century  or  so  ago  by  the  Indian  tribes  along 
the  northwest  coast  of  North  America — 
Tlingit,  Hoida*  Tsimshian,  etc, — the  same 
tribes  renowned  for  their  totem  poles.  These* 
in  fact,  utilize  the  same  design  conventions* 
The  outer  ends  of  the  horns  of  bighorn  sheep 
were  split  then  heated  and  formed  into  bowls. 
The  bowls  were  cut  to  shape,  and  the  horn  tip 
and  bow)  bottom  carved  in  low  relief  with 
formalized  depictions  of  birds,  fish,  sea  mon¬ 
sters,  animals  and  occasionally  man.  Many  of 
the  handle  designs  were  carved  through  to  the 
open  core,  making  pierced  designs*  Flat  hones 
from  whales  and  walruses  were  also  carved 
into  berry  spoons*  with  symbolic  designs  on 
the  spatu late  handles.  I  have  owned  two  of  the 
horn  spoons  for  thirty  years  and  only  now 
have  found  that  they  depict  sea  monsters,  and 
one  has  a  hawk  on  the  bowlf  In  the  bowl 
designs,  by  the  way,  the  elaborate  designs 
above  the  eyes  are  the  ears,  positioned  there 
because  of  the  limitations  of  material. 


^  The  Carved  Spanish  Colonial  Door: 


Traditional  Revival  Makes  These  Modern 


Note:  Details  of  designs  are  obscured  on  some  doors*  because  photos  are  converted  from  color. 


Western  and  aoultnveatcrn 
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A  Whale  of  a  Carving  Project: 

Seagoing  Mammals  Provide  Many  Possible  Designs 


The  whale  is  a  particularly  popular  subject 
for  carvers  along  the  Northeastern  coast  of  the 
United  States,  particularly  poses  of  the  sperm 
whale.  They  range  from  small  examples  in 
ivory  appliqued  for  decorations  on  women's 
purses  and  tiny  ones  for  pendants  and  charms 
to  relief  carvings  several  feet  long  for  wall 
plaques  and  signs.  The  blunt-headed  shape  of 
the  sperm  whale  also  works  out  well  for  a 
weathervane  (page  341,  and  the  carving  is 
relatively  simple.  In  fact,  many  “carvers"  pro¬ 
duce  them  with  a  bandsaw  and  power  sander, 
using  chisels  or  knife  only  for  the  eye. 

There  are  exceptions  to  the  standard  pat¬ 
tern.  however,  as  pictured  hcre^ — a  great  blue 
whale  carved  by  Don  Riemer,  Kendall  Park. 
N.  J.  After  a  heart  attack,  he  decided  to  under¬ 
take  "a  fairly  large  woodcarving,  but  one 
which  would  not  be  too  demanding  physically 
nor  so  detailed  that  it  would  be  exasperating 
mentally.1’  He  decided  on  a  whale,  and  his 
wife  drew  him  the  necessary  pattern.  It  is 
carved  from  l-T/s  X  15  X  45-mch  sugar  pine, 
with  an  inset  eye  carved  from  holly.  It  turned 

Left — Fishing  strode 


out  to  be  exactly  what  the  doctor  ordered  for 
Don — something  satisfying  to  do  during  recu¬ 
peration.  without  being  too  strenuous. 

Don's  comments  led  me  to  the  sketches 
reproduced  here  of  most  of  the  major  whale 
types,  as  well  as  some  associated  designs.  I 
modified  the  mermaid  to  make  a  Welsh  love 
spoon  (page  38),  and  made  several  of  the 
dolphins,  another  popular  East  Coast  subject. 
The  latter,  because  of  his  playfulness  and 
willingness  to  perform  in  oceanariums,  is  fre¬ 
quently  illustrated  and  thus  offers  many 
sources  for  designs. 

Usual  practice  is  to  make  the  whale  as 
relatively  higher  relief,  even  half-round,  and 
to  finish  it  simply  with  wax  or  varnish  and 
wax,  depending  upon  the  wood.  Except  for  the 
killer  and  the  humpback,  whale  color  is  rela¬ 
tively  unimportant  anyway,  so  a  slight  dark¬ 
ening  along  the  back  is  usually  all  the  coloring 
that  is  desirable. 

Whale  motifs  may  also  be  used  for  scratch 
or  scrimshaw  carving  and  for  surface  decora¬ 
tions  on  a  variety  of  objects.  A  whale-handled 
letter  opener  is  another  example  of  the  whale 
incorporated  in  a  design  and  is  unusual  in  that 
it  comes  from  the  West  Coast  rather  than  the 
East — which  is  only  proper,  hecause  they  see 
far  more  whales  than  we  do  these  days,  partic¬ 
ularly  during  the  semiannual  migrations.  But 
nostalgia  is  a  powerful  force — as  the  fishing 
shack  habitat  suggests.  Many  of  these  pictur¬ 
esque  scenes  have  been  produced,  often  based 
on  pictures  or  sketches  of  scenes  long  gone, 
just  as  present-day  scrimshaw  makers  fre¬ 
quently  use  sailing  vessels  and  whale  hunts  for 
mot  ifs-=-a  It  hough  they  have  not  existed  in 
reality  for  more  than  a  hundred  years. 
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#  A  Tropical-Fish  Mobile: 

Whittling  and  Balancing  Seventeen  Different  Woods 


When  an  English  naturalist  saw  my  Ball- 
bird  mobile,  he  mentioned  that  natives  in 
Antigua  wove  straw  fishes  for  mobiles.  This 
set  me  to  thinking  of  the  clouds  of  tropical  fish 
over  Buccoo  reef  in  Tobago,  thence  to  this 
mobile.  The  conventional  mobile  is  usual¬ 
ly  an  odd  number  of  elements — three ,  five, 
seven — but  I  had  the  idea  of  using  a  different 
wood  for  each  fish  and  my  initial  list  totaled 
twelve.  One  way  to  approximate  the  swirling 
mass  of  color  of  fish  over  a  reef  would  be  to 
tint  them— and  this  would  more  nearly  depict 
greens  and  blues  that  are  so  common;  but  I 
prefer  natural  wood  colors,  which  meant  that 
my  mobile  would  be  predominantly  brown* 
with  some  whites*  reds  and  even  black  as 
possibilities*  By  now,  my  list  had  grown  to 
seventeen  enough  for  two  or  even  three  nor¬ 
mal  mobiles. 


Thcfjit  wvnf!ii«*ui  trupiiMl  fish,  when  wmdswcpi,  produce  oetten 
similar  tv  that  vn  a  reef  (Tim  makes  a  (’roup  pholojyraph  almost  us 
difficult  itt  icjrt  out,  detailed  phoiogfhph*  lotlow.) 
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1  wanted  the  mobile  to  be  compact,  which 
meant  small  fish,  and  I  decided  (as  usual)  to 
abandon  scale  and  make  each  fish  from  what¬ 
ever  scrap  of  whatever  wood  seemed  most 
suitable.  This  did  make  it  possible  to  get  some 
color  and  stripe  effects  from  the  wood  itself* 
Zebra  wood  makes  a  good  sergeant-major  if 
the  stnpes  are  run  vertically;  cherry  is  a  good 
color  for  a  squirrel  fish;  ebony  has  a  good  color 
for  a  frogfish,  who  will  also  add  a  note  of 
ugliness  to  the  composition*  Lignum  vitae 
growth  wood  provides  the  light-colored  tail  of 
the  jewelfish,  while  the  heart  wood  gives  an 
interesting  pattern  for  the  body,  which  in  real 
life  is  iridescent  purple  with  white  spots  along 
the  back,  Cocobola  has  a  long,  lateral  figure, 
which  made  a  good  sailfish.  I  could  have 
approximated  the  striping  of  the  huge  sail  by 
running  the  grain  vertically  on  this  fin  (which 
is  one  of  the  few  separate  elements  glued  in, 
the  other  two  being  antennae  on  the  frogfish), 
but  I  chose  to  run  grain  the  long  way  of  the 
body. 

Of  course,  it  is  advisable  to  remember  grain 
to  provide  maximum  strength  in  the  thin 
cross-section  of  the  fins  and  tail,  but  this 
problem  can  be  minimized  by  leaving  those 
parts  abnormally  thick,  and  thinning  the  edges 
to  give  apparent  lightness  to  the  composition* 
In  some  cases,  however — abnormally  long  or 
wide  fins — it  is  preferable  to  adapt  groin  to 
them.  In  the  angelfish,  for  example,  I  used 
walnut,  and,  because  of  its  tendency  to  split, 
the  grain  had  to  run  the  long  way.  Also,  this 
particular  scrap  was  quite  thin,  so  the  angel¬ 
fish  is  really  a  two-sided  low  relief,  while  the 
puffer  and  the  dolphin  are  fully  three- 
dimensional.  (This  difference  is,  incidentally, 
of  relatively  little  importance,  as  far  as  ap¬ 
pearance  is  concerned;  it  is  preferable,  in  fact, 
to  have  the  large  flat  fish  thin  and  light  so  they 
will  be  activated  by  drafts  more  easily.  When 
the  mobile  is  hung,  there  are  so  many  ele¬ 
ments  that  the  observer  is  unlikely  to  make 
detailed  comparisons*) 

Shapes  were  adapted  from  pictures  in  fish 
identification  books  and  sawed  out  on  a  band¬ 
saw*  Some  modifications  may  be  necessary  to 
eliminate  or  merely  suggest  threadlike  ap¬ 
pendages,  for  example.  Details  can  be  cut 
more  closely  with  a  scrollsiiw,  which  will  also 
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serve  to  remove  excess  wood  between  dorsal 
fins  or  the  wings  of  the  flying  fish.  A  saw  will 
also  help  in  thinning  the  fin  and  tail  portions  of 
the  blanks,  particularly  in  the  hard  woods 
where  whittling  is  a  chore  at  best. 

From  the  whittling  standpoint,  the  job  is 
mostly  rounding  surfaces  and  showing  details 
with  V-gruoves.  Remember  that  the  width, 
depth  and  apparent  shape  of  a  V- groove  can 
bo  varied  to  suit  the  design.  Thus  around  the 
pectoral  fins— those  at  the  sides  of  the 
head — in  most  cases  it  is  easiest  simply  to 
indicate  their  position  and  shape  with  V- 
gr ooves.  Use  narrow  grooves  to  suggest  the 
ribs  of  the  fins,  and  a  broad  V-groove  to 
outline  the  fin  itself*  this  V-groove  having  a 
vertical  side  against  the  fin  and  a  broad  flat 
side  fairing  into  the  side  of  the  fish,  so  it  looks 
as  if  the  fin  is  standing  away  from  the  body 
below  A  similar  V-groove  will  make  the  gill 
stand  away  from  the  body.  In  some  cases,  it 
may  be  worth  while  to  carve  the  fins  in  the 
round  (as  mi  the  dolphin),  or  to  whittle  the  fins 
separately  and  glue  them  into  drilled  holes.  T 
made  the  dolphin,  incidentally*  in  an  "action” 
pose  and  fully  in  the  round  because  he  is,  in  a 
sense,  the  centerpiece  of  the  design. 

The  variation  in  wood  characteristics  pro¬ 
vides  a  challenge.  You  may  be  surprised  to 
find  that  all  the  woods  can  be  whittled,  albeit 
the  very  hard  ones  require  a  great  many  more 
cuts  and  somewhat  frequent  knife  resharpen¬ 
ing  Also*  the  very  hard  woods  generally  have 
less  tendency  to  split  than  the  more  familiar 

1 Inwr wmt4  Ir.iir;  Irip  i-V.ur  -  rye . !  butterfly  tm/ih  ^nny),  yiJlmvnil 
tit  much?  Me  (blond  limba),  Atlantic  fatJ  (toco  beta}  and  barracuda 
(param). 
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ones  like  walnut  and  mahogany.  An  exception 
is  cocobola,  which  tends  to  split  like  walnut. 
Sat  in  wood  also  tends  to  split  and  give  grain 
problems  because  of  its  ^figure.”  On  lignum 
vitae,  the  growth  wood  is  much  softer  than  the 
heart  wood,  so  cutting  across  from  one  to  the 
other  must  be  done  very  carefully. 

To  make  the  eye*  it  is  easiest  to  drill  the 
pupil  right  through  the  fish*  unless  the  head  is 
quite  thick.  In  every  case,  however*  I  used 
drilled  holes  for  the  pupil*  and  simulated  the 
iris  by  cutting  a  channel  around  the  hole.  The 
squirrelfish  has  an  abnormally  large  eye*  so  in 
this  instance  the  pupil  hole  was  larger  and  the 
iris  edge  was  simulated  by  a  V-groove  well 
outside  it.  Also*  the  frogfish  has  a  fat  head  and 
a  ridge  around  the  eye;  this  can  be  represent¬ 
ed  by  leaving  a  ridge  of  wood  around  the  eye 
when  the  head  is  shaped.  The  mouth*  in  most 
tropical  fish*  is  almost  abnormally  small,  but  a 
few  have  long  mouths,  which  are  best  as  sawn 
slots,  because  this  lets  the  light  through. 

Fin  ribs  are  a  painstaking  job.  I  found  they 
had  to  be  carved  with  the  knife;  a  V-tool  or 
veiner  made  too  many  tears  on  the  across- 
grain  edges.  Also,  to  simulate  the  points  of  the 
nbs  at  the  outer  edge  of  the  fin.  a  scrollsaw 
was  very  helpful* 

The  fish  weigh  so  little  that  they  can  be 
suspended  from  monofilament  nylon  thread, 
which  partially  disappears  if  the  mobile  is 
hung  in  a  light  area*  Drilling  a  bole  at  the 
balance  point  and  inserting  the  end  of  the 
thread  with  a  good  plastic  cement  hi  the  hole 

JpwfJ  (lignum  vifart)*  flying  ftiih  (mtinwoodl,  queen  matter  (un¬ 
known  red  hardwood),  end  Southern  puffer  tie*kj 
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gives  tlie  least  visible  support  for  the  fish,  but 
may  be  difficult  to  glue  in.  An  eye  can  be 
formed  on  the  end  of  a  pin  and  this  glued  in 
the  hole.  It  %vill  look  less  natural,  but  will  be 
more  secure.  To  find  the  proper  point.  I  use 
two  straight  pins  held  against  the  body  or  fin 
from  opposite  sides.  Actually,  if  the  fish  is  not 
quite  balanced,  so  it  hangs  slightly  nosed  up  or 
nosed  down,  the  mobile  may  look  more  life¬ 
like.  In  the  sketches.  I  have  indicated  the 
support  point  I  found;  it  may  vary  slightly  in 
yours  because  of  differences  in  blank  thick¬ 
ness  or  carving.  The  nylon  thread,  by  the  way, 
can  be  purchased  at  any  notions  store — it  is 
used  in  sewing  synthetics  and  is  very  durable 
and  much  stronger  than  cotton  thread. 

When  the  glue  has  set  firmly  and  the  fish 
hangs  to  your  satisfaction,  it  can  be  varnished 
(matte  or  satin  finish)  or  waxed.  (I  prefer 
waxing  in  this  case  because  of  the  beauty  of 
some  of  the  hard  woods.)  Do  not  sand  the  fish 
unless  you  have  splintery  or  rough  spots.  The 
small  planes  left  from  whittling  will  catch  the 
light  and  create  some  illusion  of  scales.  To 
carve  individual  scales  takes  an  inordinate 
amount  of  time  and  in  my  opinion  is  not  worth 
the  effort:  it  is  excessive  detail.  In  the  case  of 
the  flying  fish.  I  felt  that  even  ve tiling  the 
"wings"  was  excessive.  This  particular  fish, 
because  its  wings  extend  so  far  over  its  head, 
presents  a  problem  in  balance,  particularly 
since  the  balance  point  is  between  the  wings 
and  therefore  hard  to  fit  with  the  nylon  fila¬ 
ment.  It  may  be  better  in  this  case  to  support 


Black  fn^fiih  (trboiiyl,  squui^Hish  Wtefry),  mid  cowfish  (carob). 


the  fish  by  a  long-shanked  eye  that  can  be 
bent  to  balance  (as  I  finally  did),  or  by  a 
double  thread  through  the  tips  of  the  wings. 

Assembling  the  mobile  is  a  matter  of  balanc¬ 
ing  weights  and  colors  of  wood.  Even  with  a 
delicate  postal  scale,  I  could  not  get  the 
weights  with  total  accuracy — they  obviously 
vary  more  than  ts  indicated  by  the  weights  in 
the  drawing.  (The  drawing,  by  the  way,  shows 
wood,  thickness  and  weight  for  the  fish  I 
selected;  you  may  prefer  some  of  the  others 
sketched  or  some  of  your  own  design.) 

Generally  speaking,  mobiles  are  assembled 
by  suspending  the  elements  from  whiffletrees, 
which  are  in  turn  balanced  and  suspended 
from  larger  whiffletrees.  Slight  differences  in 
the  weight  of  the  elements  on  the  two  arms  of 
the  whiffletree  are  readily  compensated  for  by 
moving  the  "center"  support  point  of  the  whif¬ 
fletree  slightly,  Also,  a  pair  of  elements  sus¬ 
pended  from  a  whiffletree  arm  can  be  bal¬ 
anced  by  a  single  element  on  the  other  arm, 
and  elements  may  also  be  suspended  from  the 
support  point — as  I  did  with  the  seahorse  and 
the  dolphin,  (These  two,  by  the  way,  are  not 
fish;  the  seahorse  is  a  crustacean  and  the 
dolphin  is  a  mammal.) 

The  conventional  mobile  is  basically  in  a 
plane  created  by  the  two  arms  of  the  major 
whiffletree.  To  increase  the  concentration  of 
fish,  I  made  mine  three-dimensional  by  using 
two  major  whiffletrees  crossed  at  right  angles. 
One  of  these,  by  coincidence,  has  pairs,  $o  four 
fish  are  on  each  side  of  the  major  whiffletree: 


Sqobonvc  (roMpuwidl,  ifrE<*finT-mn)or  (zefaftti,  pippfoh  litutpluj. 
tmuiKlfiiih  (pirn?*  nnd  queen  nrtgirl  Cw-ulnut). 
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the  other  has  two  fish  balanced  by  one,  so  six 
fish  make  up  the  total.  It  is  also  possible  to 
make  endless  variations  on  this  baste  pat¬ 
tern — one  heavy  fish  can  balance  three  or  four 
light  ones,  for  example,  or  single  fish  can  be 
hung  from  other  parts  of  the  whiffletree — or 
even  from  other  fish. 

To  start  assembling  the  mobile,  begin  with 
the  bottom  elements.  Select  a  suitable 
pair — probably  a  round  fish  and  a  long  one — it 
is  best  to  have  the  long  ones  at  the  bottom  of 
the  mobile  so  they  have  clearance.  Make 
whiffletree  long  enough  so  the  two  will  clear 
each  other's  suspense  cords — you'll  want  the 
long  fish  to  hang  below  the  other  anyway,  so 
the  whiffletree  need  only  be  long  enough  so 
the  cords  are  a  bit  over  half  the  length  of  the 
shorter  fish  apart  Wbiffletrees  can  be  made  of 
music  wire,  which  is  tempered  and  polished 
steel  and  obtainable  from  a  hardware  store  in 
wrapped  V-i-pound  coils.  I  used  No.  IQ  wire 
(0*024  inch  diameter)  for  all  but  the  two  major 
whiff  let  rees,  which  were  No.  18(0.041)*  The 
minor  whiff  let  rees  need  only  have  eyes 
.formed  at  the  end;  it  is  easier  and  more 
graceful  to  let  the  wire  retain  its  coil  curve 
than  to  attempt  to  straighten  it  But  close  the 
eyes,  or  they'll  snag  other  filaments  and  each 
other* 

The  nylon  filaments  from  the  fish  are  knot¬ 
ted  temporarily  into  the  eyes.  Then  another 
nylon  filament  is  knotted  at  the  center  of  the 
whiffletree  and  slid  until  the  fish  are  balanced, 
then  glued  to  prevent  further  slippage.  This  is 
an  important  step;  unless  it  is  done  initially, 
the  units  will  slip  and  slide  during  Inter  steps  of 
assembly  anti  cause  endless  nuisance. 

The  second  row  of  whiffle  trees  will  be  long¬ 
er  than  the  first,  to  allow  clearance  for  the  total 
width  of  the  widest  elements  of  the  first,  unless 
one  of  the  balancing  elements  is  something 
like  the  ebony  fish,  which  alone  can  equal  two 


Dolphin  in  iKliori 
(onis)  rs  ihe  "ccmer- 
piece1"  of  Iht  mr>- 
twlf:,  mid  properly 
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other  fish  and  their  whiffletree.  {It  is  usually 
helpful  in  planning  the  assembly  to  retain  the 
heavier  fish  for  second -stage  balancing.) 

The  top  whiffletrces  must  be  both  heavier 
and  much  longer  than  the  second  row,  of 
course.  !  made  mine  a  bit  too  short,  so  1  found 
it  necessary  to  straighten  them  out  somewhat 
to  separate  the  elements— and  still  had  some 
occasional  contact  of  adjacent  fish.  When  I 
sold  it,  I  therefore  replaced  them  with  longer 
and  stiffer  coat  hanger  wire. 

Once  the  entire  mobile  is  assembled,  hang  it 
and  begin  to  adjust  the  heights  of  individual 
fish  so  they  are  not  all  at  the  same  level  and  so 
that  the  positions  of  the  larger  fish  balance 
those  of  the  smaller  ones.  This  is  a  matter  of 
what  looks  well.  When  you’re  satisfied  with 
the  relative  heights,  double-knot  the  nylon* 
glue  the  knot  to  the  eye  and  cut  off  the  excess 
I  (lament*  It  may  also  be  necessary  to  make 
some  adjustments  in  whiffletree  height;  this  is 
a  nuisance  but  becomes  possible  by  cutting  out 
the  knots  and  restringing.  Finally,  add  ele¬ 
ments  like  the  seahorse  and  dolphin  from 
whiffletree  centers  if  you  have  noticeable  blank 
spots — -and  hang  your  mobile  where  drafts, 
but  not  people’s  heads — can  move  it  lazily. 

Even  a  single  fish  can  be  made  into  a 
mobile,  of  course,  so  you  can  produce  yours 
with  fresh-water  fish,  a  favorite  breed  or  some 
of  the  other  patterns  I  have  sketched.  It  is  also 
possible  to  carve  each  fish  much  more  elabo¬ 
rately  and  in  an  ’'action”  pose,  although  this  is 
likely  not  to  repay  the  effort  because  the 
mobile  needs  flat  surfaces  to  catch  vagrant 
airs,  and  in- the -round  fish  as  well  as  action 
poses  work  against  you  in  that  respect. 

Some  in-th e-round  carvings  make  better 
mobiles  than  they  do  standing  figures,  inch 
dentally.  In  one  show,  I  entered  an  ebony 
baton  which  was  basically  four  female  figures, 
one  above  the  other,  and  representing  the  four 
seasons  of  the  year.  The  judge,  a  sculptress, 
asked  the  show  manager  for  a  piece  of  black 
thread  and  a  tack,  so  the  baton  could  be 
suspended  from  the  ceiling  rather  than  lying 
on  a  table — and  awarded  it  a  prize.  I  have  also 
used  a  Lazy  Susan  topped  with  a  circular 
mirror  to  display  standing  carvings  so  the 
observer  can  see  all  sides  without  picking  up 
the  carving  and  risking  damage.  (Some  people 
are  unreliable— fragile  parts  “come  off" 
everything  they  touch!) 


%  With  Animals,  the  Silhouette  Is  the  Key: 

Low-relief,  Appliqud',  Intarsia  Examples 


Animals  and  birds  usually  have  distinctive 
silhouettes*  as  they  are  naturals  for  low-relief 
carving,  for  plaques,  appliques,  wall  panels, 
even  for  free-standing  sculptures.  These  are  a 
miscellaneous  group  in  various  woods  and 
techniques  as  examples.  All  six  were  made 
about  the  same  time,  although  one  did  not 
suggest  the  other  to  any  degree. 

Simplest  of  the  group  is  the  black  skimmer, 
carved  in  white  pine  and  oil-pamted  as  a  wall 
decoration  for  a  boat  in  Florida.  It  has  more 
detailed  feathering  than  it  really  needs  but 
will  be  mounted  in  the  close  quarters  of  a 
cruiser  cabin  and  hence  will  be  viewed  at  3  to 
6  feet  at  most.  The  anatomical  detail  may 
serve  to  interest  people  more  concerned  with 
an  accurate  depiction  of  a  favorite  local  bird 
than  with  esthetics.  The  blank  was  sawed  from 
fyj-inch  wood,  with  grain  running  from  beak  to 
tail,  of  course. 

The  pair  of  cardinals  and  the  lion  (sketch  on 
page  52)  were  much  more  difficult  to  carve. 
Rosewood  provided  a  desirable  color  and  fig¬ 
ure,  as  well  as  a  lovely  natural  finish,  but 
rosewood  is  by  no  means  easy  or  soft  to 
whittle.  Setting4n  of  the  outline  is  best  done 
with  a  ’/a-inch  firmer  and  grounding  with 
fl  inch  flat  gouge  and  firmer;  that  reduces 
wear  and  tear  on  the  fingertips  when  details 
are  whittled. 

The  magic  bird  in  the  big  plaque  is  so  highly 


conventionalized  that  it  is  barely  recognizable 
as  a  bird  at  all.  However,  it  provides  a  wide 
range  of  surfaces  and  shapes*  as  well  as  an 
excursion  into  typical  Maori  motifs.  This 
shape,  as  a  matter  of  fact*  was  the  one  that  von 
Daniken  used  to  “prove"  that  beings  from 
outer  space  came  to  the  Earth  as  astro¬ 
nauts — although  to  me*  and  I  suspect  to  the 
Maori,  it  is  simply  an  explanation  of  how  their 
island  was  populated,  with  Pourangahua,  a 
Maori  god,  arriving  on  his  magic  bird — a  story 
like  that  of  Sin  bad  and  the  roc. 

I  selected  mahogany  for  the  piece,  and  felt 
that  carving  tools  were  preferable  to  the  knife 
because  of  the  areas  involved.  The  whorls  and 
spirals  that  are  characteristic  of  Maori  carving 
are  difficult  in  any  wood,  but  particularly  so  in 
mahogany  because  of  its  tendency  to  split. 
Incidentally,  the  Maori  seem  to  use  the  spiral 
to  indicate  a  movable  joint  of  the  body — wit¬ 
ness  the  placement  of  these  elements  on  the 
body  of  the  god.  The  bird’s  claws  and  head 
have  cross-sections  quite  similar  to  that  of  a 
conventional  molding,  the  concave  shape 
making  a  gouge  essential. 

The  cockerel  differs  from  the  other  design 
in  that  it  is  intarsia — a  series  of  carved  wood 
sections  joined  on  a  walnut  background.  As 
intarsia  often  is,  this  design  is  in  various 
woods,  but  unlike  most  intarsia,  it  is  quite  high 
relief — almost  half-round,  with  shaping  of 


Block  slimmer  es  u  de  called  but  unpointed  mlhoueUe 
flieltw).  and  pointed  with  tills  (riglm.  Feather  detail  was 
provided  been  use  (he  crtmnfi  turns;  fiEninsi  a  cruiser 

cabin  wall  unci  will  always  be  seen  at  close  range  f 
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parts  carefully  earned  out,  but  detail  only  on 
pinion  feathers  and  the  elaborate  taiL  Most 
difficult  are  the  legs,  because  of  their  delicacy. 
The  tail  is  close  behind  (no  pun  intended)  I 
found  the  legs  and  tail  to  be  basically  whittling 
of  a  scrollsawed  form,  although  tools  can  be 
used  on  the  tail  to  remove  unwanted  wood  in 
back. 

The  tiger  and  zebra  plaques  were  primarily 
an  effort  to  test  the  distinctive  gram  of  a  piece 
of  zebra  wood  I  discovered.  They  are  interest¬ 
ing,  but  the  grain  figure  doesn't  do  for  them  all 
it  might  be  expected  to.  Further,  the  wood  is 
difficult  to  work,  because  darker  portions  of 
the  figure  are  much  harder  than  the  lighter 
ones,  so  carving  is  alternately  hard  and  easy, 
with  constant  sudden  changes  along  a  single 
cut. 


Top—  PtHjrangtthijn  on  hi*  tnjigic  bird 
coming  to  New  2cotaKL  Note  Mauri- 
style  whorls  et  joints  flrwl  ihell-inScrt 
eye\  Mnhuftaiiy.  1  K  12  x  |2  in. 
Above — Two  experiments  with  zebra 
wind  m  low  itHief.  About  3  X  3  in, 
before  mounting.  BHoiv — C+irtlinnls  and 
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Primitive — And  Crude: 

Cuna  (San  Bias)  Indians  Carve  for  Utility 


Crudeness  in  design  and  execution  is  not 
limited  to  primitive  people  by  any  means;  it  is 
the  result  of  a  poor  sense  of  proportion  and 
lack  of  skill  But  primitive  peoples  are  more 
likely  to  produce  crude  carvings  because 
they've  had  no  opportunity  to  see  art  other 
than  their  own.  A  sense  of  design  leads  them  to 
decorate  utilitarian  objects  and  to  make  dec¬ 
orative  ones  to  wear  or  venerate,  but  some 
peoples  simply  never  develop  the  “knack." 
They  produce  pieces  of  obvious  purpose  and 
strength,  as  some  of  our  Colonial  ancestors 
did,  using  available  wood  and  knowing  which 
wood  was  best  for  each  purpose— but  they're 
crude. 

An  interesting  exception  to  the  general  rule 
are  the  Cuna  Indians  of  the  San  Bias  Islands, 
Panama,  where  the  women  appear  to  be  quite 
competent  designers;  they  design  and  execute 
their  own  mo/a$,  some  quite  fanciful  and  elab¬ 


orate,  (A  mala  is  a  cloth  panel  decorated  with 
reverse  applique- — insertion  or  stacking  of 
cloth  strips  of  many  colors,  with  upper  ones  cut 
and  sewn  back  to  reveal  the  lower  ones— and 
worn  as  a  front  or  back  band  on  a  blouse.)  The 
women  also  wear  gold  rings  in  their  noses  and 
gold  necklaces,  as  well  as  bead  work  wristlets, 
anklets  and  upper-arm  bands.  But  the  men  are 
content  with  "white-man*’  clothing  and  wear 
no  jewelry.  They  make  quite  good  dugout 
canoes  (most  of  the  San  Bias  live  on  offshore 
islands  and  commute  almost  daily  to  the  main¬ 
land  to  garden  patches  and  for  water)  and 
one-piece  seats  for  their  houses,  but  they 
rarely  decorate  either  and  do  almost  no  pure 
“pleasure"  carving  beyond  occasional  dolls. 
And  what  they  do  is  quite  crude,  without 
evidence  of  the  well-developed  design  sense  of 
the  women. 

The  men  do,  on  occasion,  show  glimmerings 


F»r  left — Three  typical  San  Bins  stool*.  hacked  out  of 
stumps:  with  rn_‘  drcomiicfi  nod  lilHe  effort  to  square  up 
base* — Ihv  dirt  floor  takes  cure  of  thi*l.  Left — A  Mjrprk 
tngly  Iifoti&r  ix  hinvk.  possibly  copied  from  a  pic 

lure.  BcJcw — Tho  rdoJ  and  walking  stick  nrc  in  sharp 
contrast;  The  idol  i*  rraditfomd,  white  tlw  sin  ^  is  modern, 
find  pointed  in  true  colors.  Each  ii  fi  urtgtc  piece*.  The 
chief  seated  on  a  ane,Jifgj6*d  aiool  shows  the  muni  flat 
foee  nmf  square topped  head,  depicting  the  ceremonial 
hend  scarf. 
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of  artistic  imagination,  as  in  the  carving  of  the 
chief  with  the  pipe  or  the  group  in  the  glass- 
bottom  barge .  Both  resulted  from  their  contact 
with  a  Pittsburgher  named  Tom  Moody,  who 
achieved  the  impossible  a  few  years  back  and 
rented  a  three-acre  “coconut1"  island  for  a 
small  hotel  consisting  of  seven  guest  cabins 
and  a  couple  of  other  buildings,  all  of  bamboo. 
In  the  course  of  his  ticklish  negotiations,  Tom 
gave  each  of  the  three  tribal  chiefs  a  long¬ 
stemmed  Bavarian  pipe,  so  I  found  one  carv¬ 
ing  depicting  the  chief  sitting  on  his  taller  stool 
and  puffing  his  pipe  Tom  also  has  a  barge 
with  which  to  take  his  guests  fish- watching, 
and  this  has  been  reproduced  after  a  fashion, 
with  very  crude  figures  and  a  woven- reed 
roof,  (Two  of  the  figures  have  horse  or  dog 
shapes!) 

Yet  the  chief,  the  crying  woman,  the  eagle 
and  the  seats  show  strength  and  vitality 
enough  to  justify  their  inclusion  here.  The  bird 
on  a  walking  stick  is  quite  accurate  in  propor¬ 
tions,  and  the  seats  are  all  very  sturdy  and 
usable,  although  they'd  never  do  on  a  hard¬ 
wood  floor — the  idea  of  a  plane  surface  that 
accurate  has  not  yet  influenced  these  carvers. 
Tom  had  the  idea  of  having  the  Indians  carve 
bases  for  his  tables  like  their  wasp-waisted 
mortars  of  hardwood  stumps — and  had  to  re- 
finish  the  bases  himself  so  they  didn't  rock  on 


Above* — Typkai  dolls  find  a  figure  of  tw*-<rniin(  pictured  m 

Curved  scuts  for  children,  which  ntc  like  W-hailci*) 
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his  wood  floors.  (The  Indians  thin  the  central 
portion  for  knee  comfort.) 

For  contrast,  J  have  included  two  widely 
differing  designs,  one  from  a  supposedly  prim¬ 
itive  people,  and  the  other  dating  back  so  far  it 
probably  was  primitive  as  well.  Both  of  these, 
however,  have  graceful  curved  shapes  and 
decoration;  they  come  from  peoples  with  an 
inherent  sense  of  design.  The  African  headrest 
has  a  rounded  bottom,  for  comfort  of  the  user 
rather  than  because  the  maker  couldn't  carve 
a  straight  line.  It  would  never  occur  to  a  San 
Bias  man  to  put  this  much  effort  into  a 
seat — or  even  a  favorite  dugout — which  lasts 
about  ten  years.  The  Scandinavian  kubbe  stol 
is  even  more  elaborate  than  the  African  head 
rest,  and  shows  great  ingenuity  in  utilizing  a 
natural  shape.  It  is  deeply  carved,  tinted  with 
stain  to  make  the  design  stand  out  and  is  now 
being  made  in  the  United  States  by  Halvar 
Latidsverk  and  others  in  Minnesota.  Weight  is 
a  bit  over  25  pounds  with  outer  walls  about 
2-inches  thick.  The  flat  seat  is  usually  uphol¬ 
stered. 

Obviously,  there  are  few  instructions  if  you 
want  to  copy  the  San  Bias  pieces.  Just  grab  the 
nearest  chunk  of  wood  and  Let  'er  go!  But 
you'll  find  that  you  have  a  great  many  “civil- 
izetr  inhibitions;  you'll  try  to  improve  the 
design  and  make  il  more  accurate— and  you’re 
likely  to  end  up  with  something  which  is  at 
least  as  primitive  and  even  more  crude. 
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^Primitive  but  Not  Crude: 


American  Indian  Carvings  Are  Strong,  Original  Designs 


Traditional  designs  of  peoples  all  over  the 
world  are  suffering  from  the  leveling  process 
that  accompanies  our  mechanised  civilisation. 
One  country  or  people  preempts  another's 
ideas  if  there  is  a  possibility  of  cash  reward, 
and  quality  and  individuality  suffer  in  the 
process.  Indians,  like  everyone  else,  have 
been  influenced  by  the  buyer:  the  tourist  who 
wants  a  cheap  memento  of  his  trip,  the  trader 
who  wants  multiple  copies  of  a  popular  piece 
or  who  takes  designs  from  one  area  to  another 
to  cut  costs— and  by  the  white  man  in  general, 
who  flaunts  his  higher  standard  of  living  by 
"collecting1'  anything  and  everything,  his 
gadgets  and  his  culture.  The  Indian  abandons 
his  own  crafts  to  emulate  the  white  man  in 
using  machinery  and  better  tools,  and  cheaper 
materials  like  plastics  and  print  cloth. 


No  one  is  to  blame  for  this;  the  world  has 
never  stood  still  But,  as  a  result,  the  distinc¬ 
tive  and  handmade  articles  that  once  differen¬ 
tiated  cultures  are  rapidly  disappearing,  A 
number  of  the  pieces  shown  here  were  carved 
by  older  men  who  have  since  died,  and  young¬ 
er  men  have  been  unwilling  to  take  the  time 
necessary  to  learn  the  technique  involved,  and 
to  follow  it 

The  pipes,  for  example,  were  mode  from 
scraps  of  hormigo  wood  left  over  from  marim¬ 
ba  keys.  The  wood  grows  on  the  Guatemalan 
coast  and  was  toted  on  men's  backs  to  the 
highlands.  These  five  pipes  and  the  lion  are 
the  last  of  the  pieces  made  by  an  Indian  near 
Chichicastenango,  and  were  lying  forgotten  in 
the  corner  of  a  trader's  store  there.  The  pipes 
are  meticulously  made,  with  a  tinplate  lining 


Right— A  variety  of  Indian  iJkssrik: 
shown  rat  1  her.*  wOudcn  p  kites  from 
Paikimii.  Tilt1  plate  is  hollowed  in  1  hr- 
conventions!  way,  ili-eti  Ctirvfrd  in  k*v 
iplk't.  Design  (*  smooth  and  gilded, 
while  twiiground  b  texinrrd  with  ver¬ 
tical  lini/'E.  then  blackened  Be 

tew — Euni  Mftlie*  and  j  h-iuh  ik-tfe- 
laLf  M^firiitik  i*r t-  shell,  coral  find 
venous  semiprecious  sIoih-sl 
Bdow  right — Pipes  and  a  lion  f;irvw(t 
from  hormifio  wood  in  GiMtenviliL 
Sit^cnh  fir«-  bnmhoc  and  bowls  are 
lined  with  imp! at^. 
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POODLE.  O’) 


ioTTom  vtew 
of  lion  p<pe 


view 


Shells,  Tti ,■  qi*o  m ,  c*si  & 
natrc  btfedj  o^e  br&jtfccl 
fVitwiq.vvi  th  fe^Jhira  scf  in 


- ^  I ND1  AN  PIPES  ^  G  uatc  ma  la.  Hor  micp  wood  (ant  tire  or  p  i  s  m  i  tv-  e*  csdes  form  c  ac  i  d^  a  Iso  u  sqA  fo  r  rmrim  bas 

Ga/^  Tkt^ 
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FETISHES-  Zuni  (5o,WUS.)  5MI,  stonr  Of  wood  with  offcfinijs 

socket*-  OiwacA 


Jalisco  (?) 
Mexico 


Oaxaca,  flflrfco  (Zapofec)  Tazumalil  Salvador  (Pipit) 


STELE  5  (Hi  mature)- Copan  Hood^ras  Shale 

PENDANTS  ,  . 

Prt-Columbtan-jdckttd  r'A'3  <°IiArri- 

or  other  soft  stones  V  W 

FETISHES  fori  ZUNI  NECKLACE 


3<fo5jegg<arsig>3< 


DECORATIVE  TRAYS- Panama  Background  tetessed,  walloped,  blackened 


CEREMONIAL  PADDLE  -  Panama 

Painted  black  6.  polished 

CEREMONIAL  MA5KS-|Wva 
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Left  and  hobwf — Mmb  and  b  psddk 
cnrv*d  hy  Panamanian  Coclr  Indiant. 
kiphl — Small  manta  jthI  a  hart?  carved 
in  xr4l  stciit  in  Mexico  and  Honshu**; 
they  are  'taltnl  an  liquet'1  for  tourists, 
Bfiuv.  ripht — Miniature  copy  nf  Stelr  5 
m  Copdn,  agam  carved  from  toft  ubme 
for  louristS- 


in  the  tobacco  chamber,  and  inserted  eyes  of 
semiprecious  stones.  The  designs  ore  simple 
and  relatively  easy  to  carve*  but  powerful  and 
distinctive,  and  the  resulting  pipes  are  light 
and  compact.  The  Indians  smoked  sections  of 
penny  hand-rolled  cigars  in  them. 

Similarly,  fetishes  were  once  the  proud  pos¬ 
sessions  of  Indian  families  in  our  own  South¬ 
west.  particularly  in  the  pueblo  areas.  Zunj 
craftsmen  made  the  best  ones,  good  enough 
that  other  tribes  traded  for  them.  They  were 
usually  soft  stone,  turquoise,  coral,  abalone 
shell,  and  similar  materials,  although  some 
were  made  of  wood.  They  carried  decorations 
of  offerings  of  shell,  coral  or  turquoise  beads, 
feathers  and  miniature  arrowheads,  particu¬ 
larly  the  “prey*  fetishes,  images  of  animals 
frequently  hunted  by  the  Indians.  Fetishes 
were  “fed"  regularly  by  being  dusted  with  a 
mixture  of  corn  meal  and  ground  turquoise  and 
other  ingredients — and  rewarded  with  added 
decoration  when  a  hunt  was  successful.  An 
Indian  once  told  me:  “If  you  don’t  believe  in  it, 
ids  just  a  carving  of  an  animal:  if  you  believe 
in  it,  it  becomes  a  fetish,  with  power” 


Almost  all  early  fetish  designs  were  very 
simple,  with  foreshortened  legs  and  ears,  blunt 
noses  and  little  or  no  detail.  They  were  not  in 
exact  proportion  but  did  depict  the  general 
outline  of  the  animal,  real  or  imaginary,  and 
emphasized  its  physical  characteristics:  a 
mountain  lion  had  a  heavy,  powerful  neck;  a 
horse  had  a  blocky  head  and  strong  back;  a 
bear  was  bulky  and  globular  In  some  respects, 
the  fetishes  and  the  Guatemalan  pipes  have 
similar  designs. 

Carving  primitive  figures  of  this  sort  is  not 
difficult  for  the  modern  craftsman,  but  main¬ 
taining  the  simplicity  and  power  with  lack  of 
detail  is.  The  tendency  is  to  be  too  accurate 
and  too  detailed,  Pieces  were  made  with  crude 
and  simple  tools,  $o  every  bit  of  material 
removed  was  an  effort,  but  the  maker's  belief 
in  the  piece  made  him  keep  at  it  until  the 
shape  was  what  he  had  in  mind.  His  work  thus 
was  “primitive” — but  decidedly  not  crude. 


^  Those  African  Animals — Typical  and  Atypical: 

Great  Diversity  Characterizes  Tribal  Designs 


Like  most  Americans,  I  have  always  tended 
to  think  of  Africa  as  more  of  a  large  country 
than  as  a  continent,  forgetting  that  il  includes 
such  diverse  peoples  and  cultures  as  the 
Egyptians.  Moroccans,  Arabs,  Libyans,  as 
well  as  the  myriad  of  individual  black  peo¬ 
ples,  each  with  its  own  way  of  life.  Too,  I  have 
been  conscious  of  ‘‘African”  wnodcarvings  as 
something  decorators  favored  for  primitive 
contrast  with  our  otherwise  opulent  and  so¬ 
phisticated  living  spaces.  Gradually,  however, 
1  have  come  to  realize  that  the  crude  and 
blocky  pieces  which  tourists  bring  back  from 
Kenya  and  Tanganyika  may  represent  the 
quantity,  but  not  necessarily  the  quality,  of 
the  work  in  the  primarily  black- populated 
countries,  and  that  there  is  as  much  diversity 
of  design  in  black  Africa  as  in  any  other 
continent.  The  crude  ebony  figures  of  animals 
and  people  are  representative  only  of  a  limited 
area  of  East  Africa — and  not  always  that, 
because  pieces  that  sell  to  tourists  are  pro¬ 
duced  in  increasing  quantities  and  with  less 
and  less  attention  to  quality;  thus  they  became 
familiar.  Money  is  a  powerful  incentive  there 
as  anywhere  else. 

Consider,  if  you  will,  the  typical  Kenyan 
animals  like  the  springbok,  giraffe  and  rhi¬ 
noceros — all  standard,  readily  available  “tour¬ 
ist11  items,  like  India's  elephants.  They  are 

Cr>niTasl  between  Etisl  Afitcait  tti«J  Scandinavian  approaches  id 
raring  n  runnels  ait  illustrated  by  these  oxninpK’S.  The  Kenyan i 
.pringbok  is  heavy  in  I  he  Ikorn'e*  snd  muzzle  and  has  less  (low  in 
us  miser  mrih-LiTT.  rhfjfi  cither  of  the  Xocweginn  designs 


blocky,  simple  and  undecorated  except  for 
spots  hke  those  an  the  giraffe,  burned  on 
hastily  with  a  hot  wire,  or  the  inlaid  eyes  of  the 
crocodile  at  right — a  very  regrettable  and  spir¬ 
itless  piece.  They  are  also  often  out  of  propor¬ 
tion  and  crude  in  form  when  compared  with 
other  “typical”  national  designs.  Compare  the 
springboks,  for  example,  with  the  two  con¬ 
trasting  deer  styles  from  Norway,  which  have 
continuous  flowing  lines  and  suggest  the  light¬ 
ness  and  speed  of  the  animal  There  are  no 
rough  or  clumsy  sections,  and  the  thinness  of 
the  legs  is  exaggerated.  Beside  them,  the 
Kenyan  animals  look  primitive  and  hasty.  The 
Norwegian  animals  look  graceful,  fragile* 
painstakingly  done — and  probably  sell  for  ten 
times  as  much. 

This  is  by  no  means  typical  of  all  Africa, 
however,  or  even  of  East  Africa.  Look  at  the 
water  buffalo,  the  cobra,  or  the  stone  crocodile 
and  fish.  Or  the  unusual  action  pose  of  the 
leopard  and  its  atypical  support  point.  Or  the 
stylized  panels  from  Benin  and  Dahomey 
(West  Coast),  Or  the  bas-relief  animals  from 
Dahomey,  which  are  practically  caricatures 
and  very  enjoyable  to  look  at, 

A  number  of  American  carvers  have  copied 
East  African  animals,  because  they  seem  rela¬ 
tively  simple  and  strong,  at  first  glance.  Like 
most  animals,  they  start  with  a  sawed  silhou¬ 
ette,  which  need  only  be  chamfered  along  the 
edges  and  smoothed  up*  then  notched  here 
and  there,  and  presto:  a  finished  carving.  But 
it  isn't  that  simple.  Note  that  many  figures 
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Antlers  slatted 
to  suqqest  rurvt' 


Spots  burned 
^on  beicLj  with 
i\  hotwire 


RECUMBENT 


TWO  DttR  STYLLS-NORVAY 


ANtaOFt  HEW 
SAMARA  / 


RHINOCEROS  KENYA 


TWO  CATFISH  PANELS  -  BENIN 


(pound  nq  , 
onaqoitjfi 


antelope -bambar  a 


BUFFALO- DAHOMEY-  LION 

N<?ta:  OdKomtty  ficju^ 


IE0PARD  -  DAHOMEY-  HORNB1LL  -  LEOPARP 


COBRA  SWAZILAND 


ij;  Deep  qcuqc  cufi^ 
darkened 


Random  pattern  of  qouqe  cl 


CROCODILE 

(Original  instonel 


BUFFALO 


jlilili 

'up 

HM PA^J 

\{ /lion  carrying 
.  \  HOMAN  PREY 

f  f\ 

-DAHOMEY 
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have  the  head  turned  slightly*  as  in  the  spring¬ 
bok,  or  a  full  quarter-turn*  as  in  Hie  giraffe; 
and  the  legs  are  usually  carved  integral  with 
the  base.  These  factors*  necessary  if  the  East 
African  style  is  to  be  achieved*  tend  to  make 
the  carving  just  as  difficult  to  make  as  one  of  a 
local  pig.  Carving  the  legs  integral  with  the 
base  adds  time  and  complexity  even  if  you 
drill  and  scroll  saw  out  the  waste  wood,  but  this 
design  gives  the  composition  much  greater 
strength  and  stability,  and  looks  much  better 
than  a  base  applied  later. 

Wood  can  be  selected  to  suit  yourself,  of 
course,  but  if  you  plan  a  polished  finish,  as  on 
the  wilier  buffalo,  or  a  surface  design  that  is 
crisp  and  clear,  as  on  the  cobra,  fish,  or 
leopard,  a  harder  wood  is  preferable  to  a  softer 
one,  and  one  with  a  decided  figure  may  com¬ 
pete  with  the  surface  pattern.  A  stronger  wood 
means  less  likelihood  of  breaking  spindly  ele¬ 
ments— like  the  horns  or  legs  of  the  Norwe¬ 
gian  deer,  which  should  be  done  with  the 
grain. 

We  often  think  of  African  carvings  as  black. 


Lf*Jr — Cohra  frrir  Bclo*  A  nude 

■Ringbolt  fmfti  Kenya  nnd  «  water  buffalo  from 
VVi-M  Afrfc^,  Bottom—  Amm frruu  Kmv» 
rrtjrV-  whan  compared  with  stylued  design*  from 
the  Wcjj  CoasL 


because  so  many  are  made  of  ebony.  But 
blackness  is  no  particular  advantage;  in  fact, 
may  be  a  disad%'antagc  if  the  piece  is  in  a 
dimly  lighted  room.  However,  black  does  offer 
a  very  good  contrast  if  yellow  or  white  pig¬ 
ment  is  to  be  rubbed  into  the  surface  design,  as 
was  done  on  the  fish.  After  all,  the  Kenyan 
uses  ebony  because  there  is  a  great  deal  of  it 
available,  and  it  adds  value  to  the  finished 
piece.  But,  as  you  can  see  from  the  photo¬ 
graphs,  the  African  carver  is  not  restricted  to 
ebony;  in  the  cobra  the  carver  reversed  the 
color  scheme  and  used  a  light  hardwood,  then 
filled  the  pattern  with  a  dark  pigment.  In  some 
of  the  books  IVe  read  about  the  “old  Africa," 
the  authors  spoke  again  and  again  of  the 
skilled  native  carver  and  how  he  selected  both 
color  and  grain  of  the  wood  to  suit  the  piece 
and  the  personality  of  the  ultimate  user  or 
recipient.  This  was  even  true  if  the  carved 
object  was  a  bowl,  let  alone  a  mwiko  (house¬ 
hold  idol).  But  then,  the  old  Africans,  like 
primitives  everywhere,  understood  that  wood 
has  a  soul  and  used  wood  in  rough  blocks 
rather  than  as  dressed  lumber  from  a  yard. 

Most  of  these  figures  can  be  clone  with  the 
knife  alone:  decoration,  however,  is  produced 
with  a  veiner  and  flat  gouges.  The  leopard’s 
spots  can  be  painstakingly  produced  with 
gouge  scalloping  in  free  forms  and  various 
sizes — or  can  be  done  simply  with  paint.  On 
the  other  hand,  a  small  gouge  will  simulate  the 
scales  of  the  cobra  or  the  fish  and  provide 
three-dimensional  shadows  and  texture  that 
paint  cannot.  This  is  also  true  of  the  stylized 
Benin  fish  and  Dahomey  lion,  but  the  Legba 
dog  is  better  done  with  a  surface  finish  or 
selection  of  a  two-tone  wood  like  walnut, 
utilizing  the  lig liter  growth  wood  for  color 
patches.  The  crocodiles  may  also  be  scaled 
with  a  series  of  gouge  cuts  darkened  with  stain 
or  pigment 
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^  Misinterpretation  Can  Be  Fun: 

Or,  How  to  Make  Several  Carvings  from  One  Blank 


These  figures  are  primarily  for  fun — a  series 
of  exercises  in  misinterpretation,  as  it  were.  It 
began  when  I  made  the  minotaur — and  found 
that  some  observers  somehow1  missed  the  fact 
that  it  was  a  bull's  head  and  a  human  body! 
They  saw  the  bti!lTs  head  and  assumed  an 
unusual  poseT  and  that's  all.  The  minotaur  is 
mahogany,  with  holly  horns  inserted,  and  pro¬ 
vides  a  real  test  in  anatomy,  both  because  of 
the  pose  and  the  mixture  of  species.  As  whit¬ 
tling  projecls  go,  he's  tough,  in  my  book* 

The  wolf  in  sheep's  clothing  is  a  very  simple 
design,  developed  originally  by  the  Pennsyl¬ 
vania  Dutch.  He  is  largely  a  chamfered  silhou¬ 
ette*  with  the  legs  merely  inserted  dowel 
sections  set  at  appropriate  angles*  But  hb  tail 
is  not  carved — it  is  black  fur,  appliqued  after 
the  entire  figure  is  stained  black*  Also*  m  a 
further  mixture  of  media,  a  coat  of  white 
sheepskin  is  tnadc  to  slip  over  the  whole 
animal,  the  head  going  through  a  hole  so  the 
animal  looks  at  first  glance  like  a  white  sheep 
with  black  legs  and  head.  He’s  really  quite 
convincing,  and  is  reminiscent  of  Red  Riding- 
hood.  Sketched  with  him  are  two  side  views  of 
our  currently  endangered  species,  the  gray 
wolf  and  the  timber  wolf,  which  differ  little 
from  some  breeds  of  dogs. 

The  other  figures  on  the  page  were  the 


result  of  a  present  in  Cooper  stow  n,  N.Y.*  when 
I  taught  there  in  1974  A  whittler  dropped  in 
for  a  morning  with  my  class  and  eventually 
identified  himself  as  from  Ohio  and  handed 
out  a  batch  of  hand-sawed  walnut  blanks  in 
return  for  the  materials  he’d  been  furnished  in 
class.  I  brought  several  blanks  home  and, 
never  having  seen  the  original  finished  ani¬ 
mals,  decided  I’d  let  my  fancy  roam.  {The 
dachshund  is  an  exception;  his  shape  is  so 
distinctive  that  it  doesn’t  suggest  much  else.) 
But  from  the  hound  blank  I  was  easily  able  to 
get  &  donkey,  from  a  dog  blank  both  a  dog 
and  a  cat,  and  from  a  bird  blank  three  differ¬ 
ent  kinds  of  birds*  one  of  which  actually  is  a 
shy  woodpecker  who  hangs  from  a  drape.  I 
wouldn't  suggest  walnut  as  a  regular  whit¬ 
tling  wood,  however;  it’s  a  bit  hard  on  finger¬ 
tips,  although  it  provides  very  good  natural 
color  and  finish  without  sanding  or  tinting.  All 
that  was  necessary  was  a  bit  of  wax* 

Bill  Higginbotham,  who  carves  caricatures 
of  people  rather  than  animals,  has  shown  me  a 
similar  idea.  He  makes  a  number  of  poses 
from  the  same  basic  blank,  which  I'd  have  real 
trouble  doing;  most  of  my  figures  of  people 
are  caricatures,  whether  or  not  I  intend  them 
to  be. 

These  exercises  in  misinterpretation  have 


Right— Minotaur,  legendary 
K".<rd]sri  o I  the  Ovum  labyrinth, 
fc-as  hall  mun*  half  bull.  This  sug- 
fct-fit s  a  muscular  human  body  in 
la  humnn.  rather  thnn  fmimiil. 
fWc.  Even  so.  cftMiiti  observers 
sec  only  the  hull  head  sU|tf;e  sting 
that  perhaps  ihe  propur  composi¬ 
tion  would  he  m  bulCs  tody,  wjfb 
human  upper  torso,  crowned  by  o 
human  head  with  hull's  horns. 

Far  riRht— Thk  walnut  binnk  was 
for  u  tired  hound  dog.  bill  nvnde 
an  enjoyable  donkey,  with  slight 
misinterpretation  sketches!. 
What  was  wood  lor  a  top  ear 
make*  m  luxurious  mane. 
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led  me  to  a  further  study — to  determine  the 
anatomical  differences  that  make  a  dog  differ¬ 
ent  from  a  donkey,  or  from  a  cat,  and  even  the 
slight  difference  in  various  species  of  birds,  It*$ 
relatively  easy  to  make  a  basic  simple  bird, 
and  rather  difficult  to  produce  one  that  looks 
like  anything  else,  but  l  have,  through  the 
years,  made  dogs  that  persisted  in  looking  like 
horses  and  cats.  The  answer  is,  of  course,  that 

Boiou— I'broc  blanks  in  walnut  moke-  Ihrcc  different 

birds,  with  b  tat  It*  Adjustment  ty  j»«i  the  iwftf  few's  wmpijjw  Legs 
utc  matte  by  twisting  together  feur  >mHll-dmmctcr  copper 

ml  inserting  one  end  of  the  nswmhly  in  fcotet  in  thv  Ixxk 
nmf  iho  other  ends  to  make  dftws  \q  suit. 


it  is  easy  to  make  a  basic  animal  silhouette,  but 
nearly  as  hard  to  get  a  likeness  as  it  is  with 
people;  the  Individual  placement  of  ears  and 
eyes  varies,  as  does  the  exact  shape  of  the 
body.  The  best  answer  is  to  precede  each 
development  of  a  new  design  with  a  little 
careful  research.  Some— perhaps  most — of 
that  can  be  done  with  pencil  and  paper  rather 
than  with  the  knife,  and  for  most  of  us,  a  little 
drawing  ability  is  long  overdue  T  spent  years 
carving  a  piece,  then  drawing  an  outline 
around  it  to  get  the  sketch,  which  somehow 
now  seems  to  be  backward. 

Bottom  Mi— Father  t-upfrimento  wjjfi  bfpnks.  The 
rbidiihumJ  retained!  hb  identity,  but  the  dost  blank  a i»> 
product^  i!  cat  (%ttt  sketch**)  Below  The  well  in 
iheepll  rlothinf:  is  a  comfinsrie,  whh  o  rather  cnirfc  wolf 
botlv  corvfst  |ro,m  ^in,  wood  with  dowel  legs  find  & 
tduerf-n.r:  hfnek  Ihi]  Wliifu  the  shecfwkm  cover  ia  ajj- 
pik'rt.  however.  h*  becomes  a  mon^ntaiity  com-mon^ 
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MINOTAUR  -from  mahcgdrry  3x3^j*^^  long, with  hoH^j  ov  mapte  Korrij  jj  Sbcipikin  fit»  ®v*r 


GRAY  WOLF 


UMBER  WOLF 


TVath^({'Tb/^gyfl 
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£lui  cn 


ChQmfti' 


dowfJl^ 

WOLF  in  5HEE 


CLOTHING 


DACHSHUND  (CancaTuire) 


DOG  &  CAT  fa  tJ*  SANE  BLANK  SHAPE 


Jwi  did  wpti 
kqr  hrv 


Kin^binJ '  fit  j 


Swallow 


V^odpdck«r 
eUwntj  cut 

w'4*+U  And 
jftwtd  »rot 


DONKEY  from,  blank  cut  for  a  HOUND 


THREE  BIRDS  fam  ONE  BEANK  SHAPE 


^  Some  Selected  Small  Animals: 

Details  Suit  Size  and  Shape 


This  group  of  animals  is  based  primarily  on 
the  selection  I  made  to  supplement  my  collec¬ 
tion  during  the  1974  Whittier’s  Wanderjahr. 
Most  are  therefore  from  Germany,  but  I've 
added  several  other  challenging  shapes — six 
from  the  Far  East  and  three  from  our  own 
Southern  Highlands. 

The  three  Indonesian  birds  caught  my  eye 
in  a  shop  in  Vollendam,  Holland — probably 
left  over  from  Holland's  one-time  empire. 
They  are  in  a  hard,  dark-rod  wood,  each  a 
single  piece,  with  no  decoration  except  artifi¬ 
cial  eyes  and  natural  finish.  I  was  intrigued  by 
the  poses  and  the  tying  in  of  the  bird  with  the 
base* 

All  of  the  group  of  animals  below  the  draw¬ 
ing  come  from  one  shop  in  Oberammergau  and 
are  obviously  products  of  the  same  designer. 
They  are  in  linden,  very  small,  very7  fragile 
and  beautifully  executed  in  angular  lines,  with 
light  tints  on  backs  and  separately  carved  and 
inserted  horns.  Kids  and  fawns  have  tint  spots. 

These  pieces  contrast  sharply  with  the 
rounded  forms  of  the  mule,  kangaroo,  and 
bear  Cub  from  the  Southern  Highlands  (North 
Carolina  and  Tennessee),  all  done  in  harder 
fruit  woods  and  wax-finished.  The  German 
colt  is  so  blocky  that  he  almost  looks  like  a 
kid. 

In  recent  years,  it  has  become  quite  the 
fashion  for  Americans  familiar  with  Japan  to 
collect  netsuke.  the  carefully  carved  little 
knobs  that  Japanese  gentlemen  once  wore  on 
pursestring  thongs  so  the  thong  could  be 
tucked  under  the  obi,  or  sash.  The  two  I  have 
sketched  are  at  least  1 50  years  old.  The  toad  is 
a  hard  brown  wood  with  artificial  eyes  and  the 
badger  is  ivory,  now  a  dark  yellow-brown. 

Lcfi — Note  ttmvemkjn- 
aH/mI  fncr,  tail  and 
markings  cm  tins  Chi¬ 
nee  untiqiie  d©£.  Belly 
in  slot  red  to  hook  on  n 
sash. 


They're  fun  tu  carve  and  offer  an  interesting 
variation  to  the  usual  flat  designs  on  bolos  and 
neckerchief  slides. 

The  Chinese  dog  is  bigger,  also  an  antique 
in  a  hard,  redwood,  and  has  a  T-shaped  slot  in 
the  belly  so  it  can  be  hooked  over  a  sash  or 
other  projecting  knob  as  a  decoration.  It  is  a 
very  complex  and  distorted  pose,  with  the 
head  turned  180  degrees  over  the  back  and  a 
ball  held  playfully  in  the  front  paws. 

Ivory  has  always  fascinated  me  as  a  carving 
material  because  it  lends  itself  to  detail  and 
miniature  carving,  with  little  danger  of  split¬ 
ting  or  breakage  except  from  sudden  changes 
of  temperature  in  large  pieces.  I  found  three 
pieces  in  Germany,  a  swan  and  Pied  Piper  at 
Neuschwannstein  Castle  (see  my  Piper,  page 
157)  and  a  split  walnut  ball  from  Ehrbach  in 
Oldemvald  which  can  be  opened  to  show  two 
forest  scenes.  The  latter  is  particularly  inter¬ 
esting  because  each  side,  rather  than  being 
one  deep  and  complex  pierced  carving,  is 
really  three  thin  panels,  each  carrying  part  of 
the  scene  and  mated  so  the  panels  behind  can 
be  seen  through  the  one  in  front.  Each  has 
deer  and  trees  and  grass,  intricately  carved  so 
that  the  assembled  panel  looks  like  a  scene  in 
perspective.  It  led  me  to  try  something  of  the 
same  sort  in  wood — -the  result  being  the  Pied 
Piper  of  Mittenwald  (see  page  157).  (Inciden¬ 
tally,  the  ball  has  hinge  and  dowel  of  ivory.) 

Ivory  carving  is,  of  course,  a  specialty,  and 
the  material  is  so  hard  that  saws  and  files  work 
better  than  knives  for  much  of  the  cutting. 
German  carvers  now  do  most  of  the  work  with 
a  dental  burr.  Even  so,  the  cost  of  ivory 
carvings  has  more  than  tripled  there  in  the 
past  ten  years,  and  the  number  of  carvers  is 
steadily  declining.  (The  Piper  cost  about  80 
marks,  the  forest  scene  90  and  the  swan  about 
25 — not  much  by  American  standards,  with 
the  mark  then  at  2,50  to  the  dollar.)  All  of 
these  pieces  are  challenges  if  done  in  wood  in 
larger  size. 

Far  (eft — TJirw  Indore 
sian  biuh  integrate  with 
low*.  io  protort  (eg*  end 
tmls.  Eftch  is  one  pinrc, 

Oxccpl  for  eye*. 

Left — Walnut  ball  witL 
ivory  fa  rest  vepnes  actually 
$hou.t  fiur  ctetrr  on  nndi 
side,  carved  in  thin 
pierced  rmd  starker)  prm- 
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Common  Animals  Uncommonly  Carved: 


A  Gallimaufry  of  Fauna  and  Ideas 

Every  tribe  that  carves  inevitably  produces 
animal,  bird  and  fish  forms ,  usually  copied 
after  local  fauna,  but  sometimes  highly  imagi¬ 
native,  sometimes  very  simple  and  sometimes 
highly  stylized,  sometimes  for  fun,  sometimes 
for  play,  and  sometimes  for  worship.  (These 
days,  an  increasing  number  are  for  tourists,) 
There  is  a  great  deal  of  imagination  in  the 
design  of  the  parrot  from  New  Guinea,  much 
decorative  sense  in  the  Balinese  birds  and  the 
Trobriand  fish,  evident  stylizing  in  the  birds 
from  Guatemala.  The  piece  can  be  innately 
humorous,  like  the  Costa  Rican  monkey  musi¬ 
cian  or  the  Guatemalan  burro;  it  can  be  on  a 
high  artistic  level  like  Lhe  bitterns  and  the  bull:  ll 
can  even  hr  useful  like  the  fish  dish  or  the  whale 
(photo  on  page  44).  The  only  thing  this  group  of 
fauna  has  in  common  is  their  uncommon  design 
quality. 

As  in  most  animal  carvings,  the  silhouette 
itself  usually  provides  identification,  leaving 


the  carver  free  to  let  himself  go  on  design  or 
decoration  if  he  dnres.  Thus  we  have  surface 
patterns  ranging  from  the  detailed  feathering 
of  the  quetzals  and  the  hair  of  the  monkey  to  a 
plain  surface  like  Ihose  of  the  bitterns,  swan* 
bull,  burro,  and  Balinese  birds.  The  surface 
may  be  suggested,  as  in  the  iguana  and  pen¬ 
guin,  the  hen  and  ferret  from  Russia,  and  the 
Mexican  bird;  it  can  be  intricately  patterned 
as  in  the  alligator  from  Ponape,  or  converted 
into  a  pattern  for  an  object,  as  in  the  fish  from 
Trobriand.  Some  carvers  make  use  of  promi¬ 
nent  figures  in  the  wood,  as  in  the  American 
bittern  and  Guatemalan  swan,  this,  how 
ever,  is  relatively  uncommon.  Successful  use 
of  the  lighter-colored  growth  wood,  as  in  the 
Costa  Rican  bull,  is  rare.  So,  surprisingly,  is 
actually  distorting  the  figure  to  achieve  a 
special  design,  as  in  the  ferret  and  hen  from 
the  Soviet  Union,  the  Mexican  bird,  Balinese 
fish,  and  Guatemalan  burro  The  bloeky  fig- 
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ure,  like  that  of  the  hull,  was  once  common  but 
now  is  relatively  rare.  Most  native  carvers 
seem  content  to  carve  as  accurate  a  portrait  as 
their  skill  and  inclination  will  allow. 

This  is  not  intended  to  be  a  complete  rep  re 
sentation.  There  are  other  very  well  designed 
fauna  in  the  chapters  on  American  Indian  and 
African  animal  carving  (pages  57  and  60),  as 
well  as  elsewhere  in  this  book  and  my  earlier 
ones.  My  intent  here  is  to  provide  an  idea  of 
the  possible  variety  of  poses,  techniques  and 
finishes  possible.  The  two  flamingos  or  cranes 
illustrate  how  the  same  silhouette  may  be 
handled  differently.  The  two  fish  on  the  first 
panel,  or  the  two  saurians.  provide  similar 
comparisons,  as  do  the  two  parrots — although 
in  these  instances  the  subject  is  the  same,  but 
the  silhouette,  while  readily  recognizable,  is 
different. 

The  ability  of  Balinese  carvers  to  combine 
graceful  bird  forms  with  foliage  in  any  availa¬ 
ble  piece  of  wood  is  fascinating,  but  is  born 

Ratow— Swnn  firnl  burro,  Ouatcnwila; 
dog  f;ut*r.ed  as  u  living  "iKil-u.'ater  boi 
ite."  PrC'Cttlumbifltt  Jalisco  Mexico. 

Benenin*  Gii3l**rniln:  monkey, 

CqkIh  R  inn,  bull.  Ccsln  Ricn;  igtutilfv 

M.  vice;  and  fillips  tor,  Poo  ftp*  Island. 

The  Mexican  don.  ts  pottery  Sul  can 
easily  be  mode  in  wood — *i*d  is  ion 
good  a  subject  10  mist. 
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partly  from  necessity.  Their  ebony  must  be 
imported  nowadays — they've  carved  all  their 
own — so  every  scrap  is  precious  and  hence  is 
used  if  possible.  Wide  use,  regardless  of  area, 
of  the  veiner  and  gouge  in  surface  decoration 
is  also  worthy  of  note;  most  of  these  figures  are 
basically  projects  for  chisels  rather  than  the 
knife.  The  only  ones  finished  with  color  are 
the  Soviet  hen  and  the  New  Guinea  parrot; 
the  other  carvers  relied  on  their  skill  and  the 
wood  to  get  their  effects.  Of  course,  the  carver 
of  the  penguin  did  use  a  darker  stain  to 
represent  the  bird's  dark  coal.  The  Trobriand 
carver,  like  the  Maori,  used  a  shell  insert  for 
the  eyet  the  bull  carver  made  the  horns  of  a 
very  white  wood  and  inserted  them,  and  the 
Ponape  carver  made  separate  teeth  and  in¬ 
serted  them- — all  for  effect,  but  none  attempt¬ 
ed  to  produce  a  three-dimensional  oil  painting 
as  so  many  American  carvers  do. 

Most  of  the  problems  in  producing  these 
pieces  are  self-evident.  In  each  case,  the  blank 
can  be  sawed  to  shape,  thus  saving  an  enor¬ 
mous  amount  of  work.  And  it  can  be  formed 
with  three  or  four  tools — all  some  of  these 
carvers  have.  Most  of  these  designs  will  repay 
selection  of  a  good  wood,  so  the  piece  can  be 
given  a  final  low  gloss.  Most  have  delicate 
parts,  so  will  nol  take  kindly  to  hammer-and- 
tongs  production;  most  foreign  carvers  seem  to 
be  willing  to  make  many  small  cuts  over  a 
longer  period  of  time  than  we  do  to  achieve 
their  effects. 
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The  Descent  from  Ararat: 

Animals  in  Low  Relief — How  They  Grew 

Ideas  for  future  carvings  are  often  the  greats 
est  result  of  a  visit  to  another  carver.  The 
"‘Pied  Piper  of  Mittenwald”  is  one  example 
(page  157),  and  this  column  is  another.  In  one 
Oberammergau  shop,  I  saw  a  5 -foot  carving  in 
the  form  of  a  cross,  with  the  Ark  across  the  top 
and  two  or  three  diagonal  bands  of  paired 
animals  on  the  lower  limb.  The  animals  were 
moving  up— and  this  struck  me  immediately 
as  backwards,  because  the  animals  should  be 
moving  down  from  an  Ark  in  the  elevated 
position.  In  other  words,  Che  pose  should  not 
be  the  conventional  ones  of  the  animals  enter¬ 
ing  the  Ark  on  the  low  ground  where  it  was 
built,  but  of  the  animals  leaving  the  Ark  after 
the  Flood,  when  it  came  to  rest  atop  Mount 
Ararat. 

This  carving  was  the  result.  It  is  about  3  feet 
high,  made  in  a  section  of  apple  trunk  about 
12  inches  in  diameter  at  the  base  and  with  the 
base  of  a  branching  bough  at  the  top.  The 
extra  wood  there  made  it  possible  to  carve  the 
Ark  as  if  it  were  jammed  into  rocks  at  an 
angle,  and  to  show  the  animals  descending 
from  it  in  low  relief  in  a  continuous  helical 
band.  It  also  offered  several  interesting  prob¬ 
lems,  including  showing  the  figures  of  Noah 
and  his  wife  frontally  in  relief  and  some 
animals  from  above  in  relief  nearby,  because  I 
wanted  Noah  to  be  standing  near  the  ramp 
watching  the  unloading.  By  cutting  a  channel 
for  the  ramp  and  leaving  high  "peaks"'  on 
either  side,  it  was  possible  to  achieve  the 
desired  result.  I  carved  alligators,  turtles  and 
snakes  on  the  ramp  and  nearby  (their  top 
silhouette  is  most  important),  doves  against 
one  wall,  Noah  and  Mrs.  Noah  against  the 
other,  then  had  a  natural  transition  from  top  to 
side  views  for  the  rest  of  the  helix. 

Another  challenge  was  to  utilize  the  various 
bulges  of  the  trunk,  as  well  as  the  excrescences 
of  natural  growth  resulting  from  trimmed 
twigs  and  the  like.  This  necessitated  designing 
the  pathway  as  I  went  to  take  advantage  of  the 
surface,  so  the  helix  is  not  a  perfect  spring 
shape  nor  a  constant  width.  Details  can  be 
distinguished  in  the  photographs. 

Because  of  the  Ark  angle,  it  was  possible  to 
add  0gT  King  of  Bashan,  who  in  some  legends 
was  a  freeloader  for  the  trip,  clinging  atop  the 


Ark  and  fed  by  Noah  through  the  window.  (He 
has  a  wedding  ring  for  a  crown.)  Also,  to 
simulate  the  animal  group  arriving  on  more 
level  ground,  I  added  a  base  of  2-inch  blond 
limba  (white  mahogany)  in  free  form,  utilizing 
the  pieces  cut  from  the  corners  to  build  up 
simulated  rock  formations  on  both  sides  of  a 
central  path.  This  also  suggested  an  animal  or 
two  on  the  path,  so  in  the  bottom  of  the  helix  i 
carved  only  one  elephant  and  one  lion  (who 
seemed  the  logical  lenders  for  the  descent), 
and  carved  the  other  lion  and  elephant  in  the 
round,  with  half  of  the  lion's  hindquarters 
removed  so  he  fitted  tightly  against  the  col¬ 
umn,  and  the  elephant  standing  free.  There 
are  fifty -two  pairs  of  animals  on  the  ramp  and 
path,  selected  at  random  to  suit  the  blemishes, 
and  in  a  variety  of  poses,  both  for  interest  and 
again  to  suit  the  surface  shape.  With  Noah, 
Mrs,  Noah,  and  Og,  there  are  thus  a  total  of 
107  figures  on  the  piece. 
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Contrast  in  Bird  Carving: 


One  Sculptor  Shows  No  Feathering;  Another  Shows  It  All 


Birds  are  a  woodcarving  tradition.  They 
range  from  polished  fruitwood  turkeys  and 
rough-shaped  gulls  on  bits  of  driftwood 
through  “AuduborT  birds  with  precise  feather¬ 
ing  and  coloration,  to  conventionalized  eagles 
and  major  sculptures*  In  recent  years,  water- 
fowl  decoys  have  become  particularly  popular, 
so  there  are  literally  hundreds  of  carv¬ 
ers — and,  luckily,  ten  times  as  many  collec¬ 
tors.  There  are  specific  books  on  techniques 
and  several  big  annual  show's.  Certain  carvers 
capture  the  lion's  share  of  the  blue  ribbons: 
their  names  have  become  synonymous  with 
excellence.  Many  birds  are  so  well  done  that 
one  expects  them  to  fly,  and  they  are  "decoy  sJt 


Bc-low  left — Green  heron  m  high.  carved  m  one  pircr  of  olive- 

wood  tog  by  lJCh(ppy"  Ctips-v.  iMnptiasizes  natural  color  and  figure 
of  I  hr-  wood,  which  has  a  greenish  tone.  Theft’  is  no  feather  deline- 
at  ton  nor  artificial  eyes  or  tegs.  although  the  mouth  hm?  and  soimr 
“pebbling'"  or  texturing  of  the  feet  it  suggest^.  The  free  standing 
water-plant  lenf  i%  eh  nract eristic  of  the  carver's  style — tldkaie. 
flicy.  natural,  yet  unmisUiUohly  wood. 


only  for  collectors*  pocketbooks.  Their  quality 
is  often  more  in  the  painting  than  in  the 
carving. 

These  are  basically  **folk  art.’*  a  classifica- 


Below- — Snowy  owl  carved  inte- 
EtuI  with  iU  base  tt>  make  u  22 
in.  sculpture  of  elm.  Here  again 
'‘Chippy”  Chaw  uw1*  the  natural 
figure:  of  (he  wood  to  creatf  n 
stump  project  nip;  from  it  pool, 
with  the  bird  just  alighting  or 
preening  Ko  feathering  is  ileJhu' 
a  led.  although  the  grain  lines 
suggest  some.  and  even  wing 
edges  are  smooth  outlines-  Note 
the  eyes,  which  arc  simply 
rounded  hollows  wuh  a  central 
pill  nr,  Tiiorfr  is  an  colortng  and 
no  nrtifianf  claws.  The  result  is  h 
uf.rk  of  m(  th*n  abixjsl  comes 
alive. 

Right — A  sriuwy  owl  copied  from 
the  pholo  below  .  TlKi  carver  hns 
lost  ihc  wing  bulges  and 
Hare — I hu*  ha»  lost  power  and 
life,  lie  has  also  lost  boldness  in 
the  eye  itepfesi-aMtinfl,  failed  hi 
■dmw  dnwt  a  %  wrll.  made  the 
flump  too  prominent. 
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tion  which  has  been  recognized  by  connois¬ 
seurs  for  many  years  but  has  only  recently 
begun  to  attract  the  general  public.  However, 
among  bird  carvers,  there  are  some  who  also 
have  attracted  attention  and  gained  recogni¬ 
tion  in  artistic  circles.  Two  have  recently  bad 
important  shows*  and  their  work  differs  so 
markedly  that  it  is  interesting  to  draw  con¬ 
trasts. 

One  whom  I  have  long  admired  is  Charles 
G  Chippy”  Chase,  of  Brunswick,  Maine, 
who  makes  birds  to  scale,  often  in  tableau,  and 
usually  in  a  single  piece  of  wood.  His  work  is 
distinguished  by  meticulous  care  and  preci¬ 
sion;  it  often  includes  some  natural  habitat 
element  like  a  cattail,  rock,  or  pond,  but  has  no 
artificial  color,  glass  eyes,  or  even  more  than  a 
suggestion  of  feathering.  He  occasionally  sug¬ 
gests  a  surface  texture  with  a  rasp,  planes,  or 
gouge  cuts,  but  in  general  his  surfaces  arc 
smooth  and  show  the  natural  wood  color  and 
figure.  He  works  from  stuffed  models,  uses 
templates  for  greater  accuracy,  selects  his 
wood  to  suit  the  bird  on  occasion,  and  corrects 
major  surface  checks  and  knotholes,  but 


^l»vuldc?rcd  hnv.  k  attacking  *  rupperhettd!  aiiiita-,  as  Mr. 

McCoy  assembles  u  for  exhibition.  The  I  if*  birr!  will  be 

supported  only  by  its  Mi  Clew,  above  which  it  will  hr  delicately 
hiitornrcd  with  Oitwprrnd  w,iii[£s  Wings  have  glued  c  n  irwlividivnl 
feathers  mwl  groups  texture*!  and  tinted  by  pyrograptsK-  needle  and 
nil  paints  vioctly  flini  the  bird  looks  hke  n  re;i[  one  by 

o  mauler  lax  idem  list 


otherwise  relies  on  form,  pose  and  the  natural 
beauty  of  the  wood. 

A  Harvard  graduate  of  1930,  Chippy  went 
on  the  McMillan  Arctic  Expedition  in  1931. 
tried  law  school,  investment  banking,  math 
teaching  and  engineering.  He  began  by  whit¬ 
tling  small  figures  of  famous  baseball  players 
but  soon  shifted  to  birds,  and  has  been  carving 
them  exclusively  since  1951  His  work  has 
been  shown  in  a  great  many  galleries  and 
one-man  shows;  a  recent  big  show  was  at  the 
Farnsworth  Museum,  Rockland,  Maine,  and 
he  was  commissioned  to  make  a  large  eagle  in 
walnut  for  their  permanent  collection.  He 
works  only  on  commission  and  normally  has  at 
least  a  six -month  backlog*  although  his  work 
sells  for  well  into  four  figures.  He  is  recognized 
as  jtone  of  the  world’s  outstanding  bird  sculp¬ 
tor^  His  studio  is  a  tiny  old  farmhouse  on  the 
coast  at  Wiscasset.  with  a  lean-to  shed  full  of 
logs  of  walnut,  ash,  and  some  exotic  woods, 
from  which  he  selects  to  suit  his  fancy. 

In  sharp  contrast,  both  in  technique  and 
intent,  are  the  lifelike  habitats  produced  by 
Gilbert  Maggfcmi  and  Grainger  McCoy.  Nine 
of  their  creations,  involving  perhaps  thirty- 
five  birds  or  other  animals,  were  exhibited  at 
the  American  Museum  of  Natural  History  in 
New  York  in  1974.  Each  is  an  assembly 
depicting  life-sized  birds  at  an  instant  of  peak 
tension  in  flight,  hovering,  attacking  or 
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feeding,  A  red-shouldered  hawk  grips  a  cop- 
per  head  snake.  Mallards  forage  for  food.  A 
peregrine  falcon  swoops  down  on  a  family  of 
green-winged  tea!  A  green  heron  poses  mid¬ 
stream  to  spear  a  fish.  Also,  in  similar  action 
poses  are  wood  ducks,  the  gad  wall,  the  red- 
tailed  hawk,  the  turkey,  ring- necked  pheas¬ 
ants,  mourning  doves,  the  black  skimmer  and 
the  willet  as  well  as  feather  groups,  partially 
assembled  birds,  and  some  tools. 

All  these  birds  arc  characteristic  of  South 
Carolina's  coastal  inlets  and  marshes,  where 
their  creators  live.  Gilbert  Maggioni,  born  in 
1921,  is  a  Georgian,  but  settled  in  Beaufort, 
South  Carolina,  in  1946  after  four  years  in  the 


Ci:iupsjmoii  r^shoukkTird  tuvwfc  mtAcka  the  sn nkc  from  the  pftlf- 
(jl?  upjjtT  wirt|£  tip  can  ju^l  be?  swrt  lu\v«i  right  »n  oilier  pholc) 
and  ia  out  Iffxii  ocit-  tJfliv  so  it  furmwlly  in*mU*<t  when 

visUor*  pay  Feather  ItehiiKjuo  «  more  evident  ir.  this  rloscisp 
Ducks  in  the  c.idtihtr  hove  tndt&^ni  funihvrcd  Pfea*  ond  the*  like, 
fnitlifulncsa  to  the  live*  hird  nnd  its  hmfciis  and  rtfr  nitl  Mould¬ 

ing..  The  nbjVttive  teems,  to  be  to  instruct  ralh^r  than  to  tmpre-'*  «h 
erit#rtaim 


Navy,  He  now  operates  an  oyster-conning 
business  and  has  painted  as  an  avocation  since 
1939.  But  many  years  of  duck  hunting  finally 
pushed  him  into  decoy  carving  in  1967,  and  he 
almost  immediately  went  on  into  much  more 
elaborate  depiction  of  action,  working  out 
techniques  and  solving  problems  as  they 
arose.  He  has  had  one-man  shows  at  the 
Gibbes  Art  Gallery  in  Charleston,  South  Caro¬ 
lina,  and  at  Telfair  Academy,  Savannah, 
Georgia*  and  has  shown  his  work  during 
1969-1973  a(  the  Waterfowl  Festival  in 
Easton,  Maryland,  and  the  Atlantic  Fly  way 
Exhibit  in  Salisbury,  Maryland.  Grainger 
McCoy  carved  his  own  decoys,  but  his  interest 
in  ‘‘serious"  bird  carving  began  when  he  met 
Gilbert  Maggioni  in  1968  In  1970,  with  his 
B.S.  in  biology  from  Clemson  University,  he 
moved  to  Beaufort  and  studied  with  Maggioni. 
Now  he  has  converted  a  country  store  on 
Wadtnalaw  Island  (south  of  Charleston)  into  a 
studio  and  home. 

Their  birds  are  so  accurately  detailed  that 
they  look  like  the  work  of  master  taxidermists. 
They  are  primarily  of  basswood  (linden). 
Some  are  hollow  to  cut  weight,  arid  they  may 
have  as  many  as  500  to  600  feathers  or  feather 
groups  individually  carved  and  attached. 
Some  rock,  sand  and  plantlife  are  used  to 
complete  each  tableau,  although  certain  grass 
stems  or  the  like  may  be  replaced  by  brass 
tubing  or  carved  wood  to  provide  support  for  a 
bird.  Even  oysters  and  quahogs  are  carved 
rather  than  real,  and  some  tall  grass  and  the 
like  is  cut  from  brass  shim  stock  and  painted. 
Fainting  is,  of  course,  very  meticulous,  utiliz¬ 
ing  techniques  developed  by  Mr,  Maggioni  to 
duplicate  the  effect  of  light  on  feathering. 
Some  feather  and  color  effects  are  obtained  by 
burning  the  wood  surface,  so  no  natural- base 
paint  can  be  used  A  present  problem  is  the  old 
familiar  one — to  prevent  the  oil  colors  from 
spreading  onto  the  bare  wood  or  burned  areas. 

The  accompanying  pictures  may  begin  to 
draw  the  sharp  contrasts  between  the  work  of 
the  two  “schools"— one  emphasizing  extreme 
detail  and  the  other  almost  none,  but  both 
recognized  as  outstanding.  It  was  amusing  to 
hear  New  York  TV  commentators  try  to  cate¬ 
gorize  the  Maggioni  and  McCoy  tableaus  and 
failing  totally.  They  have  still  to  recognize  that 
art  may  not  be  solely  the  product  of  a 
“school" — that  it  can  be  precise  rather  than 
impressionistic  and  abstract >  realistic  rather 
than  a  montage  of  soup  cans  and  auto  tires  or 
junk. 
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Cuckoo  Clocks  Are  a  Tradition: 

Design  Elements  Standardized  for  Fast  Carving 


Clock  mechnnisms  have  been  enclosed  in 
decorative  cases  for  several  hundred  years, 
and  some  kinds  have  been  familiar  articles  of 
furniture  or  decora tion  as  well — mantel  and 
grandfather  clocks,  for  example.  Some  mantel 
clocks  had  carved  wooden  cases,  but  many 
had  additions  of  other  materials  or  were  totally 
of  metal*  porcelain  or  pottery  and  were  quite 
formal — except,  perhaps,  for  some  of  the  old 
French  clocks  which  replaced  the  mwels  of 
dancing  nymphs.  Grandfather  clocks,  like¬ 
wise,  were  quite  formal,  the  most  elegant 
probably  being  the  William  and  Mary  style. 

There  are,  however,  folk  art  clocks  emanaP 
ing  from  the  Black  Forest  area  of  Germany. 
Some  are  faced  with  scroflsawed  and  painted 
frames.  Better  known,  however,  are  the  famil¬ 
iar  cuckoo  clocks,  in  many  sizes  and  with 
greater  or  less  elaborate  carving,  but  usually 
with  mechanism  that  opens  a  door  and  allows  a 
cuckoo  in  emerge  and  bow  while  a  pair  of 
whistles  powered  by  miniature  bellows  whistle 
a  two* note  call  to  accompany  the  hour  strike. 


This  mechanism  was  invented  by  Anton  Ket- 
terer  m  the  Black  Forest  in  1730,  and  has 
been  varied  to  include  an  added  pipe  and  a 
quail  to  whistle  the  quarter  hours,  or  some 
other  variation.  (The  cuckoo  call,  by  the  way, 
is  ti  musical  third.) 

Traditional  motifs  for  the  relatively  high 
relief  carving  on  cuckoo  clocks  have  to  do  with 
the  Black  Forest — oak,  maple  or  grape  leaves, 
game  birds,  rabbits,  deer,  hunting  dogs,  bears. 


Below  It- ft — Made  in  1007.  Uii* 
fyrkoo  c  lork  it  typical  of  Uie 
medium  dtibo«*i?  type*.  Much 
mor**  etatxifmc  nrid  target'  ones 
r.rc  nvtde,  nfi  v.vil  its  tlw  ^mall 
tourist  types  It  has  both  cuckoo 
ami  tjmnl  hf  hmd  small  upper 
doors,  and  n  detailed  enjrle 
moii I  nt  the  gable  peak,  carvel 
m  hi^li  rebel  Other  design*  nre* 
tiok  leaves  and  jkoteh-  Tlte 
pendant  for  this,  clock  ts  fit  left 
Below  Kjghi  A  simpler  frame 
for  a  tiftdt  of  the  modern  type. 
Two  possible  interpret attorn  of 
the  silhouette  are  shown  The 
burl  **\  K.ibk*  ^ikJ  i*  sepnmTely 
carved  nnd  applied,  amt  the 
bud  at  the  base  is  looking 
straight  forward— at  least  in  my 
interpretation  of  the  silhouette. 
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DIAL-FLANK 
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fi&V  Rdimcnt 

ITjJ  shows*  in 
actual  ewjjfwi 


N-it  jiltrniTt  motifs 
for  frdm(  sid<-5  -  mapli, 


Q*\  littw* 
turned 


/  HUNTING  HORN' 
k  TOUCH  nOTIF 
\  FOR  DIAL  /! 


m  SMALLER  FRAME 

\jj)  Jjpc  JJf  J  jj  J*  bird 


hunting  dogs,  shotguns,  game  pouches,  Jaeger 
{huntsmen  in  traditional  costume),  and  eagles 
for  the  gable  end  over  the  face.  Designs  are 
usually  very  complex  and  busy. 

Interestingly  enough,  few  American  carvers 
make  their  own  cuckoo  clocks,  probably  be¬ 
cause  the  mechanisms  are  not  readily  availa¬ 
ble.  Even  carved  docks  are  rare.  But  the  new 
digital  clocks*  with  their  many  shapes  and 
sizes,  should  be  a  cinch  to  enclose — and  cer¬ 
tainly  many  electric  clocks  have  such  poor 
cases  that  they  cry  for  enclosure.  Hence  these 
designs. 

When  I  visited  a  cuckoo  dock  factory'  in 
Triburg,  West  Germany,  in  1973.  I  was  sur¬ 
prised  to  find  that  most  of  the  carving  is  still 
done  by  hand,  even  that  for  the  cheap  clocks 
made  in  quantity.  One  shortcut  is  to  saw  the 
blank  for  the  entire  clock  face  as  one  piece; 
another  is  to  mount  five  blanks  on  pins  side  by 
side  on  an  inclined  plank  about  2  inches  thick 
and  carve  the  same  areas  on  aJ!  five  simulta¬ 
neously,  working  tool  by  tool.  Still  another  is 
to  design  the  foliage  so  it  can  be  produced  in 
the  fewest-possible  cuts  with  fairly  large  tools, 
and  to  use  linden  wood  because  of  its  ease  of 
cutting  and  relative  lack  of  resistance  to 
cross-grain  cuts.  Bold  gouge  slashes  do  most  of 
the  shaping. 

I  'liberated"  a  small  frame  and  bird  shape 
and  brought  them  back  home,  but  only  about  a 
year  after  my  return  did  I  get  around  to 
carving  them.  By  then  1  had  forgotten  the 
precise  design  and  my  photos  of  the  carvers  at 
work  didn't  supply  anything  but  pictures  of 
roughing  cuts,  so  I  had  to  make  up  my  own 
designs  to  fit  the  blanks.  This  turned  out  to  be 
fun,  as  well  as  instructive,  I've  shown  two 
variations  of  the  design  to  fit  the  German 
blank,  as  well  as  details  of  the  design  of  a 
much  older  dock,  purchased  by  my  father  the 
year  of  my  birth — 1907 — for  SI 2.50  from 
Sears,  Roebuck,  as  I  recall.  (Here  is  another 
opportunity  to  bewail  inflation.) 

Actually,  while  intricate  in  design,  the  cuck¬ 
oo  clock  decoration  rs  rather  easy  to  carve. 
Frame  members  are  simply  chamfered  into  an 
approximate  half-round,  to  simulate  a  portion 
of  a  vine  or  limb,  ami  leaf  veins  (rough  veiner 
cuts)  are  put  in  to  finish  off  the  basic  gouge 
curls  of  I  he  leaves.  My  old  clock  has  two  and  a 
half  acorns  at  the  base;  these  are  turned 
separately  and  applied.  The  pediment  or 
gable  end  is  very  carefully  done;  though  it  has 
a  simplified  form,  it  is  a  quite  exact  depiction 
of  the  eaglet  head  and  legs,  as  well  as  feather¬ 
ing. 


Questions  I  Wish  My  Friends 
Hadn’t  Asked 


fd  like  that  caning:  nhd  I'd  buy  >t,  hut  1  dcui'i  Like  pine.  Can  you 
Copy  it  in  mahogany  or  ebony?  Fts  the  s&m-  price? 

c-afcing  hes  an  empty  hand  ShrmUfrt't  111*'  hand  have  some- 
(bring,  in  il? 

Why  Jo  you  curve  rosewood?  fm'l  it  hard  ? 

Why  is  that  bird  just  plain  wood?  Wouldn't  it  look  bet  I  or  il  you 
painted  it? 

Couldn't  you  finish  that  faster  with  □  sandcr? 

Corollary  Why  don't  you  gloioty  varm-di  instead  of  wax? 

Why  did  you  leave  lord  marks?  Were  you  m  a  hurry  to  finish  d? 
VVlien  are  you  gomp  *■  have  n  cut-price  sale? 

Why  don't  you  put  things  m  u  gallery?  They  ixU>  dilute  ,■  ihiid  f 
the  snips  price.  Can't  you  us?  money? 

Why  didn't  you  exhibit  in  ntir  church  show > 

What  artist  gave  you  that  idea? 

Couldn't  you  make  it  stronger  tn  pfnsitic — r  iron? 

Hitw  Juiifc  did  thi*  carving  lake? 

Why  don't  you  moke  something  fit  popular  pfkrt— tffldtf  n  doll  nr? 
You  cut  nil  that  ni  wilh  n  denial  dfilE,  didn't  you? 

Why  don't  you  carve  stone,  so  your  work  mil  lost  longer  end  be 
worth  wuTwdhing? 

If  1  bring  my  kid*  over  some  aJlemoon,  will  you  indi  ihvm  tn 
curve  like  you  do? 

Why  don't  you  make  carvings  that  will  sdf—rn  a  stem? 

Our  ah  is  dull.  Wilt  you  slmrpeu  it?  And  a  couple  of  poring  knives, 
too? 

Why  doesn't  aur  local  library  hitve  your  book*?  1  om'(  buy  them 
all. 

When  I  tried  to  carve  once,  the  wood  broke  T<  there  some  trick  tn 

rt? 

Some  time  when  you  oren'l  busy,  will  you  jmiku  my  kid*  some 
toys?  The  ones  in  the  store  cost  too  modi, 

Haw  come  you  can  make  things  hke  this  and  l  can’t?  I'm  .i\  smart 

r*a*  you  are. 

Can't  you  find  □  better  way  to  waste  your  time  ihim  whittling? 
Doesn't  ynii  wife-  object  to  all  die  mess  you  make  around  the 
house? 

Is  ituii  hrwd  tr>  he  the  Mona  Imr?  The  two  stdes  of  the 

lace  don't  match, 

l  j,upjK-i-e  ihrd'jt  a  good  way  to  the  time,  now  that  you're 
retired.  But  why  don't  you  get  a  part-time  job  somewhere 5 
Wh  helped  you  wide  your  honks? 


Belov,  -  Pintail  duck  {painted  with  oils! 
on  fi  ^ernp  of  driftwood,  by  Edivord  Clist: 
end  owl  with  pyrogrnphtd  fotithcring.  by 
Joseph  Averse.  Both  can'ors  are  from 
Xew  jfefsey. 


^  A  Potpourri  of  Panels  about  People: 

Carvers  Preserve  National  Traditions 

Since  Slone  Age  man,  carvings,  particularly  low-relief 
panels,  have  recorded  and  preserved  our  history.  These, 
from  various  countries,  are  typical.  Some  are  old,  some 
new,  but  all  are  people-oriented;  they  tell  a  story  or  show  a 
situation.  Two  ttre  religious,  thatnt  right  from  (he  church  in 
Brienz,  Switzerland,  center  of  wood  carving,  and  that  below 
from  Bali,  showing  a  goddess  and  a  demon  in  pierced  work. 


B*fc?w — Copy  by  E  J  T.  <if 
is  l  iftccntfr-rcnlviy  wtx>d 
cm  showing  ft  wfioricfirv^r. 
Vnrtrf  lines  on  iwlnut, 
with  while-p Lament  fill. 
Ftolloill — Olkr  «f  two  Ul^.c 
panuk  in  the?  Manila  H»J- 
lun  hotel,  showing  Fdipi 
nos  nt  work.  It  is  muhoyii 
ny,  shorn  4  X  6  Ft-  Bottom 
right— Detail  from  tbe 
Osohrrc  wagon  in  Norway. 
Growing  ft  man  being  prr  ■ 
vrntcrl  by  a  woman  from 
striking  a  ruler. 

Rmhl — Tlirrr  ptuwli  umJ  a 
cup  from  Choijkowow, 
near  Momw,  U-S-S.R. 


^  Pierced  Carving  in  Japan; 

Intricate  Panels  Typify  a  Traditional  Craft 


The  Japanese  have  Jong  been  masters  of 
intricate  decorative  carving,  particularly  of 
panels,  a  skill  shared  by  the  Chinese  (who 
probably  taught  the  Japanese  and  learned 
from  the  Koreans)  and  the  East  Indians.  This 
specialty  has  been  applied  in  temples,  shrines 
and  fine  houses  both  for  walls  and  for  screens. 
Many  are  pierced  to  pass  light  and  air  or 
provide  ventilation  with  some  privacy. 

One  of  the  least  known  but,  paradoxically, 
most  important  of  these  pierce-carved  panels 
is  over  the  door  of  a  stable  in  Nikko  (below)!  It 
is  the  source  of  the  familiar  three-monkey 
carvings. 

Many  other  shrines  and  temples  also  have 
magnificent  panels  and  decorations,  and  mo¬ 
tifs  are  usually  floral  or  animal  rather  than 
religious.  Good  examples  are  the  three  long 
panels  of  Japanese  cypress  from  Shitaya 
Shrine  in  Tokyo,  photographed  by  Donald  P. 
Berger.  These  were  carved  in  the  thirties 
(although  the  .shrine  is  much  older'  it  has  a 
history  of  1.200  years)  by  Mokoyurido  Keiun. 
They  are  double-sided,  because  they  are 
under  the  eaves  of  a  roof  which  covers  a  well 
of  sacred  water  with  which  visitors  purify 
themselves  before  entering  the  shrine. 

Pierced  areas  in  these  panels  are  much 
larger  than  they  would  be  in  Indian  work, 
where  open  areas  are  usually  filled  with  orna¬ 
mental  tracery  or  a  pattern  of  screen.  Relief  is 
quite  deep.  The  open  spaces  make  for  easier 
carving  but  do  increase  fragility  and  the  dan¬ 
ger  of  warpage.  Also,  the  screen  filling  of  India 
serves  another  purpose:  It  keeps  birds  out, 
which  in  Japan  is  of  no  importance  because 
the  "building"  is  simply  a  roof  on  four  pillars. 


X-^d 
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The  carver  has  achieved  considerable  real¬ 
ism:  his  wateF  seems  really  to  flow  and  his 
leaves  to  blow  in  the  breeze.  The  panels  also 
have  a  light  look  and  feel,  and  achieve  deep 
relief  without  undue  thickness. 

It  is  essential  in  planning  such  a  carving  to 
select  a  wood  that  cuts  clean,  is  relatively 
knot- free,  as  well  as  able  to  withstand  the 
effects  of  exposure.  Small  knots  are  of  course 
of  relatively  little  importance;  the  design  can 
usually  be  modified  slightly  to  miss  them. 
Woods  like  basswood,  cedar,  teak,  cypress, 
primavera  (white  mahogany)  and  mahogany 
will  work  well,  although  the  mahoganies  may 
tend  to  warp  unless  restrained  and  the  bass¬ 
wood  will  deteriorate  rapidly  unless  painted 
and  protected  from  the  weather.  Fruit  woods 
in  general  are  not  too  good  because  of  their 
proneness  to  insect  attack.  Also,  the  design 
should  be  such  that  pierced  areas  do  not 
extend  into  the  ends  of  the  panel  and  it  is 
advisable  to  frame  the  finished  work  with  a 
sturdy  panel  to  inhibit  movement. 

It  may  he  advisable  not  to  cut  out  all  the 
pierced  areas  initially,  but  to  do  heavy  and 
rough  cutting  first.  This  is,  of  course,  difficult 
if  the  panel  is  to  be  double-sided,  but  support 
for  projecting  elements  can  usually  be  provid¬ 
ed  by  leaving  filaments  of  wood  until  the 
carving  nears  completion.  Oriental  carvers 
rarely  find  this  necessary,  because  they  use 
light  tools  and  make  many  cuts;  time  is  not  as 
important  to  them  as  it  is  to  us. 


The  funnier  Three  monkeys  from  this 

fWWCl  fil  ihp  Stable  ol  the  S.«:ifrl  Honra,  Toshogu 
Shnnc,  Nikkd.  An  ui-lhe- round  curving  of  a  cock 
with  iliii  M]>;:lhitinJ  down  the  supiWFimj.;  post,  m  lhe 
lobby  of  the  Hole!  Jujlyn.  MiyimoshJtii,  Japan, 
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Threr  ol  Ihv  four  pn^i  f m  I Stum_v>  Sh*ir*o.  nrith  full*  li-ivih  patterns  Mow.  phrti.  by  P.^n.tM  P 


THRtE-MONKEY  PIERCED  PANEL 

Origin  of  fhc  familiar  'See  no  evil,  speak 
no  evil,  hear  roeviT  Stably  for  Sacred 
Horses,  Toshogu  Slnrirw,  fsbkko.  Japan 

Note;  fclack  areas  are  cut  through 


Uft-  BIRD  PIERCED  PANELS 

Shtfiya  Shinto  5hnn£j  Tok^o,  Japan 


^  Don't  Forget  Multipart  Assemblies: 

Sometimes  the  Background  Holds  the  Carving  Together 


Applique  is  usually  just  the  placing  of  a 
relief  caning  against  a  suitable  background, 
either  of  other  wood  or  of  a  contrasting  materi¬ 
al  such  as  sacking,  glass,  or  metal*  The  back¬ 
ground*  in  that  case,  is  primarily  to  set  off  the 
carving  against  the  wall  where  it  is  hung*  But 
there  is  another  form  of  applique  in  which  the 
background  is  vital  to  the  composition*  where 
the  carving  has  several  parts  and  the  back¬ 
ground  holds  them  together.  Contrast,  for 
example*  the  model  sloop  and  the  trout.  The 
trout,  which  is  in-the-round,  can  be  set  against 
a  suitable  background,  or  even  hung  as  a 
mobile  with  no  ill  effects;  it  is  self-sufficient. 
The  sloop,  on  the  other  hand,  is  really  four 
parts — three  sails  and  a  ha  If -hull — which  must 
be  assembled  on  a  background  to  hold  them 
together  and  complete  the  work. 

This  is  true  also  of  the  pair  of  assemblies 
which  I  titled  ‘‘Just  Passing  Through'*  and 
‘  Emergin'1'  in  my  third  book*  (All  four  of  these 
pieces  were  pictured  in  that  book*  by  the  way, 
but  after  I'd  seen  several  copies  of  the  two 
latter  ones,  I  realized  that  I  should  have 
provided  drawings  with  them  in  the  interest  of 
anatomical  accuracy,)  These  assemblies  must 
have  a  contrasting  rough  background  to  em¬ 
phasize  the  smoothness  of  their  contours*  as 
well  as  to  supply  the  missing  “space"  in  which 
the  entire  figure  is  assumed  to  be.  They  could 
be  mounted  against  glass*  to  the  greater  confu¬ 


sion  of  the  viewer,  against  a  wall  or  win¬ 
dow — but  less  effectively,  in  my  opinion. 

From  a  practical  standpoint,  mounting  a 
relief  carving  on  a  separate  background  makes 
the  whole  job  a  great  deal  easier:  it  is  not 
necessary  to  do  a  lot  of  preliminary  grounding, 
then  work  to  get  suitable  level  or  flatness  or 
color  or  tone  or  texture  to  the  background. 
This  can  all  be  done  separately  before  mount¬ 
ing,  Also,  the  piece  will  in  most  cases  be  easier 
to  handle  and  carve,  with  no  background  to 
get  in  the  way  of  the  tools. 

The  half-thickness  ship  model  is  very  famil¬ 
iar  among  the  boat  fraternity.  It  was  once  used 
primarily  to  show  prospective  owners  the  hull 
shape,  or  for  tank-testing  of  a  new  silhouette, 
but  eventually  became  more  often  an  orna¬ 
ment  for  the  yachtsman's  den  or  study,  or  a 
wall  decoration  at  his  yacht  club.  A  pleasing 
element  in  such  models  is  the  assembly  of 
contrasting  woods,  (In  the  model  shown,  the 
hull  is  maple  above  the  waterline,  mahogany 
below,  while  the  sails  are  white  pine,)  An 
enure  nautical  scene  can  be  built  up,  of  course, 
but  the  danger  there*  as  well  as  in  many  other 
assemblages  of  carvings,  is  that  a  multicolored 
painted  background  tends  to  submerge  the 
carved  elements. 

Another  common  assemblage  of  recent 
years  is  one  incorporating  flying  birds,  or  a 
combination  of  flying  and  standing  birds. 


The  u»uaJ  m-the-round 
carving  require*  tin 
background,  but  may 
have  one  far  accent;  the 
limed^ne  trout  at  left, 
fur  example,  h  on  o  wal¬ 
nut  dUfc  that  knves  htft 
head  and  mil  projecting. 
Hid  voirie  cnrvings,  par¬ 
ticularly  low- relief  ones, 
may  require  a  back- 
pi'imml  to  hold  the  part* 
together,  an  in  the  stoop 
ut  fur  toft,  Its  white-pine 
Batlc  are  m-the-round, 
while  its  hull  »  a  half- 
IhkkneM  assembly  of 
maple  nliove  the  water- 
line  and  mahoguny  be¬ 
low,  mounted  on  xi}  *  4 
X  6-m*  mahogany. 
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against  a  painted  or  collage  background.  Any 
birds  will  do;  I  have  shown  a  simple  African 
silhouette  as  a  sketch  because  it  can  easily  be 
graduated  in  size  to  make  a  dramatic  and 
simple  group.  This  particular  one  is  in  ebony, 
but  a  browner  wood  might  be  more  normal.  It 
is  also  a  simple  silhouette  design,  which  is 
often  more  effective  than  an  elaborately  de¬ 
tailed  half-thickness  bird  for  mounting  against 
a  background. 

It  should  be  mentioned  here  also  that  it  is 
becoming  increasingly  common  to  make  dio¬ 
ramas*  a  three-dimensional  assemblage  with 
forced  perspective,  in  which  may  be  included 
three-dimensional  and  relief  carvings,  the  in- 
the-round  pieces  in  the  foreground  standing  on 
some  kind  of  base — either  the  ground*  a  floor, 
or  some  other  suitable  support,  while  the  relief 
figures  are  mounted  on  the  background*  which 
can  represent  a  sky.  the  wall  or  a  row  of 
buildings.  This  is  a  familiar  museum  display 
and  requires  especial  care  in  placing  the  ob¬ 
jects  so  scale  is  maintained.  A  figure  suited  to 
such  a  display  is  the  trout,  which  could  be 
portrayed  ‘'dancing”  on  the  surface  of  a  lake  or 
stream,  with  a  background  of  the  bank  includ¬ 
ing  Hying  birds  or  the  like.  It  is  very  important 
in  such  assemblages  that  the  background  be 
subdued  in  color. 

The  twin  panels  represent  a  much  more 


difficult  kind  of  assembly,  because  they  deal 
with  the  human  body  as  well  as  having  a  touch 
of  whimsy  which  can  be  easily  destroyed — for 
example*  by  drawing  in  the  outline  of  the  body 
on  the  panel.  They  are  an  excellent  exercise  in 
anatomy  and  a  lot  of  fun,  but  must  be  quite 
precise  in  proportion  and  positioning*  or  some 
of  the  effect  is  destroyed,  in  contrast  to  my 
usual  preference  not  to  duplicate  a  piece 
(which  is  why  chess  sets  hold  no  attraction  for 
me),  I  did  make  three  of  each  of  these  panels* 
the  extra  sets  going  to  a  senora  in  Mexico  in 
return  for  a  favor  she  did  me  and  to  the  young 
man  who  delivers  my  Scotch  because  of  his 
insistence  that  he  had  to  have  them  to  go  on 
opposite  sides  of  the  restroom  door  in  his  game 
room.  The  pair  in  Mexico  were  mounted  there 
on  the  halves  of  an  ancient  mesquite  shutter 
which  still  carries  the  original  Spanish  hand- 
wrought  hardware  as  well  as  the  usual  worm- 
holes  and  rotted  areas,  Mesquite  is  very 
heavy,  so  each  assembly  probably  weighs  40 
pounds,  but  is  supported  quite  easily  by  hand- 
wrought  nails  driven  into  the  adobe  wall  of  a 
very  Spanish  saJa.  They  have  occasioned  their 
share  of  comment  there,  plus  the  usual  conjec¬ 
tures  that  she  is  a  ghost  passing  through  a 
door,  or  the  personification  of  an  Indian  leg¬ 
end  about  the  girl  who  disappeared  into  the 
waterfall  alter  her  lover  rejected  her.  My  own 
set,  by  the  way*  is  mounted  on  150-year-old 
pieces  from  the  interior  of  a  barn,  while  those 
for  the  Scotch -man  (!)  are  on  rough  modern, 
but  rather  knotty,  pine,  antiqued  in  the  rough. 
The  body  elements  are  mahogany,  sanded 
smooth*  flat-varnished  and  waxed  to  a  dull 
glow-  for  contrast*  In  the  Mexican  assemblies,  I 
used  small  vegetables  and  fruits,  native -made 
and  hand-tinted  from  bread  dough,  for  the 
objects  in  the  basket  and  liked  the  effect  so 
well  that  I  came  back  and  whittled  and  paint¬ 
ed  duplicates  to  replace  the  colored  glass 
marbles  in  my  own.  Now  I  have  a  similar  set  to 
do  for  the  third  pair. 


"Emergin'"  £fur  lell)  and  “Jui-I  Pnxsm,  Through**  (renter)  are  Two 
fanciful  awunblies  of  polished  mahogany  ngnimt  rough  bock  ground 
(•taut  14  31  m.>  far  Mnlrnsi.  The  background  is  csaentml.  both 

for  cftfitrmt  and  to  hold  The  composition  together  The  background 
for  another  pair  wos  made  by  tuttmg  in  half  an  nnck'nl  Mexican 
shutter,  soil  bearing  the  anginal  hnnd-wf  ought  hardware  as  well  a* 
the  marks  of  a  couple  of  hundred  years,  of  us^r  ami  wvitef.  The 
fruit  anil  vegetables  m  tlie  tanvkrt*  (here  colored  fctass  marbles)  are 
brjfjhily  cofored  miniatures  made  by  pressing  dough  into  shape  nrwJ 
lofting  it  dry-  They  can  be  whittled  and  painted  imtoatd. 


Possible — A  Carved  Jigsaw  Puzzle: 

Animal  Panel  and  Furniture  Blocks 


Vhv  OMiwfnLujnaJ  jigsaw  pu«b  formerly  included  rccflgfHhlr 
silhouette  shunts.  B\  adapting  this  idea  In  n  plain  ‘>urfa<  e,  nr  by 
a  low  relief  Iwfnt  nlnnff  iwitura)  parUcg  lines,  nr  incsrent 
inj;  punb  CWJ  be  dovdopod.  J  even  had  mir  Mini  whs  nothing  but  n 
plaid  countourcd  surface  sawed  into  uniform  squares— n  wes  n 
devil  to  BfSftmhfc! 

Below  r<  a  traditional  Chmtsc  puzzle,  crimfc  by  jin^viuf  ji 
bluv'lt  into  piece*  of  furniture  It  offer*  some  opportunita**  for 
csmoE-  a*  bug  ms  the  outer  run  tours  of  flic  elements  arc  not 
removal  ii  can  aHc  be  made  more  complicated  by  lengthening 
tile  Nock  from  3'"  to  4  ■  in,,  as  fhown^-un  merr^e  from  thirteen 
In  IwvtUy  two  p mces.  largely  by  splitting  run*  .am  fNo  2)  in  hair 
vertically. 

The  puzile  at  left  offers  more  pn^ibdilies.  liowcver  m  that 
evch  efemcnl  h  an  onuml  which  cun  be  sorbite  curved  or  Tow 
relief  Imped1.  1  ndrted  rwo  ■  mirmls  to  the  original  Italian  design, 
and  made  it  in  ’ ’-in,  tenk  (pitipjrn  gn  pege  Sy>.  Any  low 
rein  J  verier  of  poiiern  (without  lepetiUon)  could  U1  cut  similarly 
into  mi^cclIaatiLKi*  slidpcs  or  alone  ruilurul  lines  of  the  carving,  ns 
mentioned  nuttier  Also,  two  (liHi’mii  scenes  can  he  rurv-cd  on 
rqipmed  faces,  m  bug  i*n  the  hides  of  the  blocks  *rr  ml  disturbed 
A  further  application  of  ibis  Hpu/zb‘  idea  is  intnru/s  m  described 
in  Hie  next  article,  which  adapts  some  of  \f  C  Eschar 
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#  Escher  Adapted  to  Wood  and  3-D: 

Intaglio  and  In  tarsia  Reinforce  Low  Relief 


M.  C-  Escher,  who  died  in  1972,  became  a 
favorite  of  (he  American  younger  sel  in  his 
later  years,  probably  because  his  works  are  so 
intriguing.  A  Dutch  artist  who  was  also  a 
draftsman  and  mathematician,  he  seemingly 
enjoyed  the  production  of  intricate  patterns, 
many  of  which  involved  repetition  of  units, 
distortion,  or  technical  impossibility — like 
making  water  apparently  run  uphill  His  inter¬ 
locking  designs,  in  which  the  l*  background'  is 
the  same  element  as  the  foreground,  or  the 
spaces  between  a  repeated  design  motif 
evolve  into  another,  are  particularly  intriguing 
to  me. 

Not  being  of  the  younger  set,  my  interest  in 
him  grew  from  a  reproduction  of  his  “Sky  and 
Water — In  which  I  saw  in  a  newspaper  (see 
sketch).  It  seemed  to  be  exactly  the  idea  I 
needed  to  execute  a  fireboard  (mask  for  an 
unused  fireplace).  It  combined  birds  and  fish, 
which  made  sense,  both  because  they  were 
hobbies  of  the  friends  who  commissioned  the 
piece  and  because  it  was  to  be  installed  in  a 
dining  room.  I  also  realized  that  the  woodcut 
would  lend  itself  to  translation  into  three 
dimensions  and  would  be  ideal  for  viewing 


from  above;  it  is  rarely  that  a  carver  is  asked 
to  produce  a  piece  that  is  normally  placed 
well  below  eye  level — and  this  one  had  to 
stand  on  a  hearth.  Further  the  design  could 
readily  be  widened  to  suit  the  size  of  the 
opening. 

Because  of  the  relationship  of  birds  to  spac¬ 
es  to  fish,  I  felt  that  intaglio  should  be  used. 
This  is  the  opposite  of  relief — like  the  carving 
of  a  mold — and  was  once  quite  familiar  in 
jewels  and  metals.  It  is  still  fairly  common  in 
Italy  for  cameos,  in  Scandinavia  for  the  mak¬ 
ing  of  butter  and  cookie  molds  (see  photo)  and 
elsewhere  in  the  making  of  molds  for  plastics, 
rubber  and  metals  (tin  soldiers,  for  exampJe) 
Much  of  the  carving  in  metals  and  semipre¬ 
cious  stones  is  now  done  with  dental  burrs  or 
hand  grinders.  Burrs  can  be  used  in  wood  also, 
but  tend  to  tear  the  fibers  and  make  extra 
work  in  finishing,  so  I  elected  to  do  the  entire 
project  by  hand.  The  background  at  the  top 
could  be  routed,  but  it  is  of  varying  depth  and 
therefore  offers  some  complications  in  addi¬ 
tion  to  the  usual  ones  of  avoiding  the  design 

This  offers  some  challenges,  including  the 
necessity  of  thinking  iJjnside  out."  Intaglio  is 


Left— "Sky  and  Water— I".  a  woodcut  by  M  C.  Eschrf, 
inspired  this  30  >  34  m.  leak  firebonrrt  fsm-en  for  the 
opening  of  An  unuied  fireplug).  It  placed  on  the  floor 
at  a  slight  ruifsle  denning  bock  about  15s)  *o  the  cih&ener 
does  not  have  to  sloop  to  look  at  «,  tel  on  walnut  blocks 
and  supported  by  renr  aluminum  iegs  which  Jti  into  the 

fircpLnrr  opening. 


Below— Test  ponel  I  X  6  X  20  in.,  of  ^hile  pine,  for 
merly  a  stove  -skill  shelf  (hence  (he  bur  ns)  which  a  now  a 
mantel  panel  over  n  kitchen  fireplace,  *urTounded  by 
cookie  aiticrs  and  butter  moldf. 
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much  more  difficult  technically  than  relief, 
because  the  surfaces  are  harder  to  get  at  and 
are  largely  concave,  so  tools  tend  to  dig  in,  Tt 
requires  small  bent  gouges  if  you  have  them, 
or  special  tools  ground  from  sawblades  if  you 
don't. 

I  first  tried  the  fish  in  intaglio  in  a  piece  of 
white  pine  that  had  been  a  shelf  beside  our 
kitchen  stove — and  had  several  burn  marks  to 
prove  it.  I  liked  the  fish  so  well  that  I  added  a 
cow  and  bird  also  in  intaglio,  and  thus  I  had  an 
interesting  panel  which  my  daughter  hung 
over  her  farm  kitchen  fireplace.  Each  figure 
was  about  6  inches  long  and  h  inch  deep  at 
the  deepest 

Escher's  original,  made  in  1938,  had  a  fish 
like  this,  but  merely  cross-hatched  instead  of 
detailed.  His  panel  was  44  cm.  or  about  17*  fa 
inches,  square,  mine  almost  twice  that  I  was 
proposing  to  magnify  and  lengthen  the  design 
to  30  X  34  inches,  so  had  to  add  some  detail 
and  take  more  care  with  anatomy.  Also,  I 
wanted  to  use  the  figure  of  the  wood  to 
represent  water.  My  plan  was  to  have  the  fish 
in  intaglio,  as  if  they  were  within  the  water, 
while  the  birds  would  be  in  relief,  as  they 
would  be  if  flying  in  air.  I  debated  the  problem 
of  blending  the  two  for  some  days,  and  finally 
settled  on  the  idea  of  reducing  the  depth  of  the 
intaglio  as  the  carving  neared  the  horizontal 
center  line,  then  increasing  the  depth  of  the 
background  toward  the  top,  so  the  increasingly 
detailed  birds  stood  out  correspondingly. 
Maximum  depth  in  both  instances  was  3 fa  inch 
at  top  and  bottom,  shading  to  nbout  Vh  inch  at 
the  center  line,  A  2-incb  border  would  hold  the 
whole  thing  together  at  the  surface  level,  like 
the  “water11  and  like  Escher's  original  design, 

I  was  fortunate  enough  to  find  a  length  of 
1-mch  teak  15  inches  wide,  dressed,  so  T  could 
glue  two  sections  together,  then  brace  the  joint 
with  a  couple  of  lengths  of  a/i-inch  aluminum 
T-bars  at  each  end  of  the  back.  The  T-bar  also 
provides  a  device  for  either  hanging  the  panel 
or  for  putting  on  back  legs  so  it  can  be  stood 
up.  I  set  the  panel  on  twin  2  X  3  X  5-inch 
walnut  blocks,  with  a  groove  in  each  at  the 
proper  support  angle  (leaning  back  about  15 
degrees),  and  provided  a  'Vs-inch-dia meter 
back  support  bar  on  each  end.  The  bar  runs 
from  a  hole  in  the  T-bar  near  the  top  of  the 
panel  and  down  to  the  floor  level  at  about  30 
degrees  with  the  vertical,  then  back  and  up 
slightly  into  the  walnut  block,  thus  forming  a 
rough  triangle.  Teak  this  wide  is  hard  to  come 
by  these  days,  and  the  piece  I  had  was  the  end 


of  a  plank,  so  it  had  a  check.  To  my  relief,  it 
was  possible  to  glue  and  clamp  the  check,  and 
hold  it  with  an  aluminum  back  strap  screwed 
in  place. 

The  newspaper  reproduction  I  had  was 
about  5  5  inches,  so  it  was  necessary  to 

enlarge  it  by  the  method  of  squares.  I  usually 
do  this  directly  on  the  wood,  but  in  this  case  I 
did  it  first  on  drawing  paper*  then  transferred 
it  to  the  wood  with  carbon  paper.  This  was 
helpful  later  in  an  unexpected  way:  Interlock¬ 
ing  designs  like  this  are  surprisingly  difficult  to 
keep  dear  in  your  mind’s  eye,  and  a  same¬ 
sized  reference  is  helpful  during  carving  when 
each  cut  destroys  a  guide  line.  The  transferred 
design  (ratio:  Vn-inch  squares  on  original;  '3U- 
inch  squares  on  copy)  was  emphasized  with  a 
fiber-tip  pen,  then  bottom  intaglio  designs 
were  carved,  so  my  arms  and  sleeves  rubbing 
on  the  panel  would  not  erase  the  designs — and 
might  help  to  build  patina  on  the  flat  surface. 

The  bottom  fish  was  carved  in  great  detail, 
6  inches  long,  with  scales  delineated  and  the 
like,  and  each  successive  row  of  fishes  was  less 
detailed.  The  bottom  fish  is  about  3/a  inch 
deep  at  the  center,  shading  to  about  3hc  inch 
at  the  edges,  with  the  flat  edges  of  fins  about 
Vs  inch  below'  the  surface.  The  rough  fish 
shapes  at  the  center  line,  on  the  other  hand, 
are  barely  Vs  inch  deep,  to  carry  out  Escher’s 
original  idea.  Tools  were  Vio-,  Vs-,  and  V**-inch 
flat  farmers,  veiner,  and  a  series  of  gouges  of 
several  different  sweeps  (curvatures),  from  Vs 
to  V-i  inch. 

At  the  top,  the  background  within  the  bor¬ 
der  was  roughed  down  in  a  slope  from  about 
Vh  inch  at  the  center  to  a/s  inch  near  the  top 
border.  Then  the  bird  figures  were  cut  free, 
principally  by  outlining  with  a  V^-inch  firmer 
and  V^-inch  flat  gouge,  then  cutting  waste 
away  with  a  V±-inch  flat  gouge  and  firmer. 
Background  was  cleaned  up  and  smoothed, 
then  scalloped  with  a  1 /2-inch  long-bent  flat 
gouge. 

Low-relief  carving  of  the  bird  shapes  was 
the  final  operation.  After  the  other  carving, 
this  seemed  easy,  and  I  did  parts  with  a  knife 
for  the  fun  of  it.  As  before,  the  top  bird  is 
executed  in  detail,  showing  pinions  and  feath¬ 
ering,  with  less  detail  on  birds  nearer  the 
center  line,  so  there  is  progressive  loss  of 
detail,  as  well  as  form.  The  entire  sur¬ 
face — and  the  back — -were  finished  with  flat 
varnish.  This  acts  as  a  seal  (remember  there's 
a  fireplace  flue  behind  the  piece)  against  mois¬ 
ture  variations  and  temperature  variations  as 


well*  and  brings  out  the  color  of  the  teak,  but 
adds  no  objectionable  shine.  It  also  makes  it 
possible  to  apply  an  oil  stain  tike  Mm  wax 
without  getting  overloeding  of  color  on  end* 
gram  and  edges.  I  used  dark-walnut  Min  wax 
on  the  surface  of  the  lower  half  and  border, 
flowing  it  on  and  wiping  away  any  excess  after 
a  few  minutes  Despite  the  manufacturer's 
recommendations  on  the  can,  the  Min  wax  will 
penetrate  a  varnish,  given  a  minute  or  two,  yet 
not  fast  enough  to  make  end-grain  problems. 

The  border,  by  the  %vay,  was  left  surface 
height  all  around,  and  cut  across  horizontally 
by  veiner  lines  V.#  inch  apart.  Along  the  top 
and  bottom.  I  made  the  lines  of  diminishing 
width  toward  the  edges,  and  I  carried  the 
design  into  the  border  slightly  on  each  end  of 
the  center  line.  I  kept  stain  ouf  of  the  veiner 
lines,  wiping  it  out  immediately  if  my  brush 
slipped,  and  wiping  excess  parallel  to  the  lines. 
(These  lines,  incidentally,  are  better  if  a  bit 
ragged  and  not  exactly  of  constant  width.) 


Then,  with  a  small  brush,  I  ‘‘antiqued"  both 
birds  and  fish,  which  simply  means  applying  a 
little  stain  to  the  cut  lines,  just  as  dirt  will 
settle  into  them,  given  time.  Bird  wings  and 
backs  were  also  darkened,  to  help  mold  them 
and  make  them  stand  out  against  the  light 
background.  (I  have  applied  this  technique  on 
panels  for  a  number  of  years,  using  walnut 
stain  on  teak,  mahogany,  and  other  dark 
woods,  and  suitable  lighter  colors  on  lighter 
woods.  such  as  apple.  (The  Germans  make  a 
whole  series  of  stains,  based  on  sal  ammoniac, 
particularly  for  this  purpose,)  For  inside  use, 
the  finish  is  simply  wax,  but  for  outside,  it 
must  be  marine-varnished  or  the  equivalent, 
unless  it's  teak*  which  can  simply  be  oiled. 

When  I’d  delivered  the  panel,  I  found  I  was 
itching  to  try  another  Eseher  design,  so  I  made 
the  flying  horses  in  a  mahogany  panel  1  x  9  x 
12  inches.  Alternate  horses — in  this  case  fac¬ 
ing  in  the  same  direction — are  in  relief  and 
intaglio,  and  the  tntaglio  ones  are  darkened  to 


K*Ehi — Flying-horse  design,  converted  from  on  Esther  repetitive 
pattern-  tighter  hors***  nf£  in  low  relief,  darker  onw  in  intaglio- 
with  some  modifications — it  n  possiMr  to  **rhc*t*  slightly  by  mufc- 
injj  wifHg-ptnkut  definitions  as  grooves  rnther  thnn  riders,  and 
mouths  and  nosiiilg  ;n  taihti  iHju  m^junch,  m*  itiry 

would  be  m  a  true  reversal  or  mold  The  wood  ts  l  ■  9  12-m 

mohoganv. 


Below  A  La  bio  of  blond  Jim  tin  (while  m&hoftajjy),  stmned  mAhOEA- 
uy,  incorporating,  an  Escher-denvcd  design  below  die  tjlass 
The  ponef  (below  ri^htl  is  of  Persian  horsemen  fneintj  in 
<;.pjK']sed  directions  end  could  readily  hfivc  been  made  os  a  relief* 
inlay  tocntunaiinir.  wicepr  for  the  hndlcs.  which  cfos*  piirts  of  the 
i-ppoShd-d  i iE Life .  It  U  exetui cd  in  frrt^ma — really  i\  jigsaw  puzzle  of 
•.u-in.  wood — with  the  h^lu  horsemen  maple  and  the  dark  ones 
mahogany.  Copper  reins  are  uppliqnrd  for  die  horsemen, 

silver  Ottfe  for  the  mahogany,  in  each  cpsc  glued  m  vi-in*rr  (luwvat 
Horsemen  ere  nidividiuiltv  caivcd  In  low  relief,  then  fitted  together 
and  glued  on  ^'Vin  plywood.  The  assembly  is  iitfttL  in  3  socket  in 
ihc  table  and  surrounded  by  n  lh  -io.  border  covered  with  brown 
frit  to  itipivjii  the  cover  glass  ond  seal  the  cdgiss-  (Photo  is  slightly 
foreshonmed  At  Juralrun  IxHC  iuve  of  camera  angle  S 
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which  resembles  nothing  so  much  as  a  jigsaw 
puzzle  in  various  materials  My  plan  had  been 
to  use  l/4-inch  maple  and  mahogany  for  the 
two,  and  I'd  found  a  scrap  of  a  good  brown 
mahogany  at  the  local  cabinetmaker’s.  But 
with  expansion  to  table-top  size—about  1 3lJ± 
X  19  inches,  I  had  to  supplement  the  mahoga¬ 
ny  with  another  piece  of  lighter  color  and 
finish  it  to  match  the  color  of  the  original. 

Anyway,  each  horse  and  rider  was  sawed  by 
hand  individually,  carved  in  low  relief,  then 
fitted  to  the  preceding  ones  by  whittling  to 
precise  shape.  It  is  theoretically  possible  to  cut 
stacks  of  blanks  on  a  jigsaw  and  match  them 
without  such  fitting.  1  suppose,  but  my  pattern 
at  that  time  was  not  quite  that  accurate-  I  used 
a  cardboard  template,  but  this  permitted  slight 
inaccuracies  in  drawing  and  sawing  that  neces¬ 
sitated  the  knife  work-  Further,  the  maple  was 
quite  hard  and  the  mahogany  quite  soft,  so  the 
differences  in  cutting  pressure  required  were 


make  them  recede  still  more  than  their  ap¬ 
proximate  '/Winch  depth-  (At  the  same  time,  I 
discovered  there  were  several  books  picturing 
Esther's  work  and  having  English  text,  while 
the  one  I  hud  was  in  Dutch,  which  tends  to  add 
complications.  These  books  are  mostly  paper¬ 
backs  and  relatively  inexpensive.  Since  that 
time.  The  World  of  M.  C.  Eschar*  by  J  L 
Lecher,  el  ah,  has  been  published  by  Harry  N 
Abrams,  Inc,.  HO  East  59th  St,,  New  York. 
N.Y.,  10022.  containing  270  pages  and  over 
300  illustrations.  (It  is  very  comprehensive,  but 
costs  $15.) 

My  third  “Escher'5  was  to  be  a  simple  try  at 
in  tarsia  in  a  small  panel,  but  my  wife  suggest¬ 
ed  that  I  expand  it  into  the  top  fora  table  next 
to  my  recliner  and  thus  led  me  into  u  great 
deal  of  work.  This  is  the  “Persian  Horsemen.'5 
with  riders  facing  in  opposite  directions.  I  had 
originally  intended  to  follow  the  intaglio-relief 
approach  on  it.  but  changed  over  to  intarsia. 
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Flying-bit <J  pditffl.  14  17  in.. 

ot  2-tn,  blond  lunUi  Uhick  eiwcpb 
to  twitch  tbo  inserted  burotrcttef 

body).  Il  wnn  dfifivsd  from  uti 
lecher  pAnrt  tbnt  t*  diKhily 
widr-r  m  pf opinion  araf  an 
added  row  nr  two  o\  crosses  ai 
4ht  ct'Ulef,  beciitrsr  ■  It**  dfick 
mciufiirtl  thi?  original  win 
slightly  smalh-r  in  jtroporlicn  ftfxl 
wr&  meroKr  &  pnii  r.f  hyitrh  .«ud 
knobs  for  the  Hours.  fThr  inm‘i 
rwgs  of  crosses  weru.  Itouever 
spaced  morn  widely  and  tnsy 
hflve  been  an  adjusrirent  T£>  suit 
l hr  insert,  smee  they  rt-vi-r^c-  the 
Otherwise  ton ve  i  Krnft  |iftftern  I 

Bn<  kurutiitd  is  rounded  dnwft  flt 
and  the  surface  rnwghi'ntnl 
uith  fLol-gougu  sco^is.  Blond 
limbm  wtis  selected  becume  flu: 
watt  on  which  ii  i£  minted  a 
tiirk  |  dialing.  Bnrometcr  ir.orr 
pnratrs  n  thnnormiotCT  and  n 
liyduDirtrter 


a  constant  problem,  1  glued  finished  pieces 
to  */i-inch  plywood  as  they  were  completed 
to  avoid  mishaps  with  broken  legs  and 
arms — sometimes  before  the  next  ones  were 
fitted,  thus  adding  complications.  And  the  bits 
and  pieces  of  heads  and  legs  required  to  fill  out 
the  edges  were  an  extra  nuisance,  so  much  so 
that  I  suffered  with  each  cut  of  the  table  saw 
when  we  finally  cut  the  panel  to  size  to  fit  the 
table  made  for  it,  (It  was  inset,  with  a  brown- 
felt  border  to  support  a  cover  glass  and  seal 
against  entry  of  dust,  spilled  drinks,  etc.) 

When  the  carving  was  complete,  I  added 
rems  of  copper  wire  on  the  maple  horses  and 
of  silver  wire  on  the  mahogany  ones,  in  each 
case  gluing  them  into  veiner  grooves  and 
inserting  the  ends  in  drilled  holes.  It  is  also 
possible  to  make  bridle  and  stirrup  elements 
this  way,  but  I  stopped  while  I  still  had  my 
sanity.  Also,  as  a  penance,  I  made  my  own 
variation  of  a  traditional  Italian  animal  puzzle 
(see  sketch)  and  of  a  Chinese  puzzle  on  a 
jigsaw  (see  page  87). 

Some  months  later,  another  friend,  an  emi¬ 
gre  Dutchman  who  had  known  Escher,  com¬ 
missioned  a  background  for  an  indoor  barome¬ 
ter.  Again  I  went  to  my  references  and  found 
that  Esther  had  indeed  made  such  a  design 
and  had  actually  executed  it  as  the  back¬ 
ground  for  a  clock.  It  involves  birds  flying  in 
and  out  of  a  central  circular  path,  and  chang¬ 


ing  from  a  bird  with  outstretched  wings  to  a 
cross  as  the  design  becomes  smaller  and  more 
compact  (see  sketch).  I  had  to  modify  the 
shape  slightly  to  fit  the  board  I  found,  in  this 
case  blond  Iimba  (white  mahogany)  about  2  X 
16  22  inches.  Again  the  full-sized  drawing 

was  a  great  help  in  sorting  out  details  when  I 
began  carving,  in  this  case  all  in  relief,  with 
the  background  down  about  lh  inch  at  the 
center  and  slightly  over  l/a  inch  at  the  edges, 
plus  a  rounding  off  along  the  extreme  edge  so 
the  outer  birds  were  emphasized  even  more. 
In  this  design  there  is  also  a  progressive 
reduction  in  detail  as  bird  size  diminishes 
toward  the  center.  I  also  emphasized  the  mod¬ 
eling  by  antiquing  the  bird  bodies  against  the 
light- wood  background,  making  the  central 
less-defined  shapes  quite  dark  The  technique 
was  the  same  as  that  described  for  the  initial 
panel,  but,  because  of  the  lighter  wood,  I  used 
a  German  stain  of  appropriate  contrasting 
color. 

I  have  by  no  means  exhausted  Escher  as  a 
source.  I  recently  made  two  bird  panels 
(page  1 73).  A  younger  carver  who  visited  me  is 
working  on  still  another  Escher  design,  involv¬ 
ing  lizards  translated  from  two  dimensions  to 
three.  Itfs  in  poplar  (gum),  and  he’d  been  at  it 
for  several  months.  It  includes  hands  in  three 
dimensions,  so  is  good  practice  from  several 
angles.  Look  up  Escher  at  your  local  library 
and  you II  see  what  I  mean- 
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^  Just  for  the  Fun  of  It: 

Fifty  Pieces  to  Carve  for  Pure  Pleasure 


Most  carvings  tend  to  be  very  serious  proj¬ 
ects,  but  occasionally  I  see  one  that  looks  like 
pure  fun  and  has  an  idea  I  intend  to  adapt  at 
first  opportunity.  This  group  is  largely  such 
ideas — and  many  of  them  I  haven't  gotten 
around  to  as  yet.  None  of  the  pieces  is  particu¬ 
larly  difficult;  design  and  method  of  carving 
are  evident. 

There  are  such  detailed  and  stylized  shapes 
as  those  of  the  armadillo  and  frog,  as  contrast¬ 
ed  with  the  flowing,  almost  abstract,  lines  of 
the  bear  and  the  pig,  the  strict  utility  of  the 
bull-head  napkin  ring  and  the  mouse  magnet, 
the  straightforwardness  of  the  hen  and  the 


komodo  dragon,  the  challenge  of  the  little 
Bavarian  people,  the  lacy  tracery  of  the  Thai 
dancers  as  compared  with  the  formality  of  the 
Spanish  lady,  the  demure  shyness  of  the  U.8. 
S.R.  girl  (who  lias  no  definite  features),  or  the 
pure  abandon  of  Laurie  Nichols's  imaginative 
animals.  Twice,  I  have  selected  a  cypress  knee 
to  provide  an  Alpine  background  for  the  little 
people,  and  both  times  it  has  become  some¬ 
thing  else;  “Flight."  pictured  here,  was  almost 
such  a  background.  IVe  added  similar  pieces 
carved  by  others,  as  well  as  two  versions  of  a 
sea  otter  The  first,  and  larger,  is  based  on  the 
shape  of  a  fragment  of  ironwood,  the  second  a 
more  formal  design  made  possible  by  the  tiny 


Below  and  bottom  righi  Those  link  wtffnate  arc?  Jf  n  Co&u  Rica, 
The  hen  it  lifehkc;  the  rosewood  armadillo  is  very  well  designed: 
the  ffO£  ib  r.  |]/<r:d,  with  i  d*»p  mouth  ih«i  could  i*kr  n  m.itcEi 
packftl.  fi  pLarcr.iftJ  nr  (hr  bhr.  Bctftcm  left— These  Mlk  people, 
from  Bavaria,  nm  of  jwne  will]  paper- wound  wire  errm  and  nr#- 
prim  red.  J  lum-  trade  lnbk-%  foe  an  Alpttu;  vcer»e  on 

appropriate  c^-preM-knfce  barker?  urn’  Right— The  hui  oiler,  in 
rosewood*  I  designed  to  fit  a  tiay  real  nbalooe  she!'  from  CanoeL 
Cnllf.  (Compare  this  With  the  "iroproVTJiiTMin'')  Th<.  girl  is  iei  two 
cnntrnstmg.  Russian  stones  but  Suggests  similar  figures  in  contrasr- 
mg  utoodv  Center’ — Then*  silhouettes  oJ  iliadow  flrnr  en  are  -n  thin 
II41IMM-  *hrlh  I  Hit  mufti  hr  in  horn  or  thin  wood  and  mnkr  «*  good 
window  dern  ration,  Elelaw  them  is  an  antique  m ruber -of -pern I  pawl 
from  an  old  Spanish  album;  nf>li?  ihe  marrl  eetrtrpf  figure. 


afoalone  shell  l  found  in  Carmel,  California. 

For  good  measure,  I  have  included  a  num¬ 
ber  of  photographs  on  the  next  two  pages  that 
suggest  projects;  many  are  similar  to  those 
dealt  with  in  more  detail  in  The  Modern  Book 
of  Whittling  and  Woodcarvsng  (1973). 


M  4 


H  4  Kit 
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K0I10D0  DRAGON  THAI  DAN CFRS-  Horn  silhowfts 
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A  &lud>  mi  commits — Hit?  Balinese  girl, 
in  ebony.  my  mutinied  copy  of  an  eld 
Welsh  love  spoon  in  malnoEany.  n  Cor- 
rrion  salad  set  in  lime,  and  a  Swedish 
e.nxM.ihnim  in  pin*,  with  whmkd 
curls.  Compare  the  grace  of  (he  girl  find 
the  earn  lies,  lick  with  the  solidity  oj  the 
other  two  designs 


Below — Hrinku’n  cirrus.  as  wHl  nr.  the  dragon  and 
aninicih  nt  bottom,  were  exhibit'*  at  the  Clufrimmil, 
Calif.,  NWCA  sliovv  in  W7 A  The  circus  includes 
railway  car*  uric!  wa^on*  and  tvpirtcfU*  several 
years  of  work.  The  dragon,  bear  end  pi£  nre  iypi- 
fflj  of  modem  ^■•umlirh'd"  pieces  in  ■•>  hidi  do- 
tail*  are  not  defined  and  the  surface  nn  these 
rases  hbirfc)  brought  to  a  hi£b  polish 


Below— Surface  scratching  has  returned  to  favor 
Tlw  two  gourd*  are  from  El  Salvador*  th**  string  uf 
gourd?  from  Pent.  Color  contrast  is  obtained  by 
culling  through  a  dork  conled  surface.  as  to  the 
Philippine  napkin  ring  at  far  nghl.  The  uklst  Pe¬ 
ruvian  design  does  not  bav*  ibis  contrast  The 
^riitisliaw  pieces  nre  cjcrclknl  example**  done  by 
Eskimos  nml  brought  round  the  Horn  in  1910. 


% 


1M** 


Laurie  Xnrholt  or  Pit t-sf .  N.II 
ifttikes  design*  likf-  ilieie  freehand, 
curve*  them  in  pine  or  basswood.  and 

tmis  them  with  thifim*d  acrylics  M  cfi 
of  bor  work  is  done  with  an  Exucrto 
knife;  in  This  |xi  circular  Ofi*a,  ilia  ffcxibif 
rtv  fll  the  bLerte  makes  *!  possible  for  her 
in  enrve  a  curved  surface  roprdfv.  Many 
rf  her  figures  nrr  barked  with  irvtgnr 
tired  self-ndtiering  tape  sc  I  hey  can  he 
u  soJ  In  huki  dfjtr*  nit  .)  at  eel  vur- 
f ace— <uE  lor  crumple*  a  f(jff^cnHof“K) 
they  are  in  demand  by  women  visitors 
to  stiows.  AM  of  her  work  lia*  a  whimti 
cnJ  couch:  her  subjects  usually  nrv  hu- 
nvtinrced  Animals.  particularly  frogs  rind 
rodents  like  I  he  mouse  rind  the  heaver 


Five  Jmj>rovES(%tkjns:  Thnt  at 
fait  I  made  from  a  cypru&s 
knee  and  bifad  ^Flight*1:  rf 
suggesti  a  mother.  two  cluh 
then  nod  4  dor.  to  natural 
bulge  on  fhe  far  side)  fleeing 

from  dfincr  r  At  boltom  ri^ht 
is  a  scs  otter,  the  combination 
of  a  piece  of  Cfitifomin  iron- 
wood  end  a  real  aba  tone  shell 
71  k*  tlf.ij'  Hrail  (?)  m  Ixittotn 
fall  k  in  eucalyptus  and  waa 
shown  At  Clnrt?rm)utE  Calif. 
The  mufa  head  at  right  is  in 
driftwood  and  ihfi  son  serpent 
in  m^nfarirtn^  both  ^s'cfc  mode 
by  Rick  Cam 
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^  Simplicity  Builds  Strength,  Cuts  Time: 

Salvadorenos  Show  How  to  Cut  Corners 


These  carvings  r  except  the  Don  Quixote 
panel*  were  selected  at  a  state  handicraft  store 
in  San  Salvador  primarily  to  show  the  variety 
of  native  work,  and  the  Don  Quixote  panel  was 
added  because  of  its  great  contrast  with  the 
others.  Inadvertently,  however,  these  exam¬ 
ples  all  illustrate  how  simplicity  in  design  can 
give  strength  to  a  carving — and  how  the  same 
simplification  can  cut  carving  time  radically. 
These  pieces  look  dramatic  and  distinctive, 
but  they  are  produced  with  relatively  few 
tools,  perhaps  even  on  a  production  line.  The 
makers  have  doxens  of  shortcuts  to  make 
carving  faster, 

Decoration  on  the  plate  rim  and  details  of 
the  Mayan  panels  are  done  largely  with  a 
couple  of  gouges  and  a  veiner;  glyph  patterns 
on  the  plate  rim  are  repeated  with  only  slight 
modification,  but  look  quite  different.  None  of 
the  pieces  has  any  laborious  elements  like 
surface  texturing.  None  even  has  a  rigid  de¬ 
sign;  the  two  Mayan  panels  are  halves  of  other 


pairs,  but  are  near  enough  alike  in  "feeling” 
that  they  can  be  hung  together.  While  the 
central  element  of  the  plate  is  a  well-executed 
design,  it  is  not  exactly  balanced  and  varies 
from  plate  to  plate  in  the  three  "look-alikes”  I 
saw*  The  border  was  never  exactly  laid  out; 
the  carver  simply  worked  his  way  around  by 
eye. 

This  could  all  be  coincidence,  of  course; 
presumably  the  pieces  were  carved  by  differ¬ 
ent  people  and  their  patterns  thus  should 
differ.  This  is,  however,  an  even  more  impor¬ 
tant  factor:  These  pieces  were  made  to  be  sold, 
so  shortcuts  had  to  be  taken  to  keep  cost  low. 
To  reinforce  this  point,  let  me  give  you  the 
retail  prices  in  American  dollars:  Don  Quixote 
$10,  plate  $4,  ashtrays  and  panels  $2  each  I 
Granted  that  the  Salvadorean  standard  of 
living  is  not  as  high  as  ours,  those  prices  are 
almost  ridiculous  by  American  standards,  But 
the  most  important  lesson  to  be  learned  from 
them  is  that  their  makers  have  a  basic  under- 


Bek m — Don  Quixote  panel,  in  mahoga¬ 
ny,  X  13’m  x  20 *- 1  in.,  11  very  sim¬ 
ple  in  execution,  yet  h m  n  rlramntic  im¬ 
ped  thnt  b  more  complex  design  might 
well  lose*  Tht’  winrlmill  seems  tike  nn 
jfirrt  bought  or  font  note  rather  than  ft 

purt  of  the  compaticioii.  Nutr-  thnt 
barkfi  round  has  mi  details  key  end  gouge 
ftluipirtg* 


Leff- — Slight  vorintions  in  designs  incor¬ 
porating  Mnyan  brads  and  glyphs  pro¬ 
vide  endless  vnnciy,  yet  permit  use  ol 
unlike  pH  he  Is  in  pairs  Design  looks 
complex  but  is  htfiknlfy  one! 

much  of  ihc  tlecnrnlwwi  is  string  ht  cuts 
wdh  tup  sues  of  gouge,  Note  thinning  of 
Eftch  paii^l  is  *Vi  X  4  X  18  in. 
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DON  QUIXOTE  &  5ANEH0  PANZA 


standing  of  economies  so  that  they  have 
learned  to  get  dramatic  effects  with  a  limited 
expenditure  of  time  and  effort;  if  there  is  one 
thing  that  can  be  criticized  in  the  typical 
American  carvings  J’ve  seen,  it’s  that  the 
carver  has  vastly  overdone  the  detail. 

The  Quixote  plaque  provides  tin  ideal  ex¬ 
ample  of  what  I’m  talking  about.  Don  Quixote 
and  Sane  ho  Panza  are  quite  well  detailed  and 
carefully  designed  to  illustrate  the  story.  The 
windmill,  on  the  other  hand,  seems  to  be  an 
afterthought  added  for  those  viewers  who 
need  if  to  recognize  the  two  characters:  it  is  not 
set  into  the  background  but  stuck  on  a  slight 
rise  behind  Pancho's  burro,  belying  the  knowl¬ 
edge  of  drawing  that  the  carver  obviously  had. 


The  plaque  is  a  cartoon,  a  stark  statement  of 
the  basic  situation  of  the  story,  the  clumsy 
armor,  flea-bitten  Rosinante,  oblivious  San- 
cho,  ascetic  Don.  But  note  that  the  sky  is 
perfectly  plain — no  clouds,  no  texture,  no  any¬ 
thing.  And  the  mountains  are  merely  outlines, 
textured  slightly  with  a  gouge  that  has  very 
little  sweep,  There  are  no  houses,  no  trees,  no 
shrubbery,  no  birds,  no  other  windmills,  not 
even  a  real  road  beneath  their  feet,  nothing 
but  the  mountain  outlines  and  that  absurd 
windmill.  Yet  the  plaque  is  dramatic,  power¬ 
ful.  decorative,  a  testimonial  to  the  fact  that 
simplicity  gives  strength — as  every  cartoonist 
knows.  He  eliminates  detail  to  make  his  point, 
and  this  carver  has  done  the  same,  in  contrast 
to  most  of  us.  IIow  many  panels  have  you  seen 
in  which  the  needles  are  shown  on  pine  trees* 
the  shingles  and  panes  on  distant  houses,  and  a 
lot  more  detail  that  the  eye  simply  does  not 
pick  up  in  the  background  when  there  is 
something  worth  seeing  in  the  foreground?  A 
well-carved  bird  or  animal,  person  or  object, 
the  principal  element  of  many  American  pan¬ 
els  IVe  seen,  is  lost  in  a  maze  of  detail  in  the 
background — more  background  than  is  neces¬ 
sary — and  a  waste  of  time,  if  time  is  important. 


Left — Mntr  imtf  fetanto  aunjKiian  figure*  nrrs  about  5  in.  high.  go 
on  appropriate  ashtray  buses,  the  man  on  n  house',  the  woman  on 
I  hr  rrttii  or  pul  The  fif,urr*  would  actually  Itr  brtlri  on  plnin  hfHes- 
Uolow — -Again  die  Mayan  ht?Hd  mend,  arranged  in  tire  base  of  a 
Miri'init  p l.i it?.  Glyphs,  form  the  rim  putiern.  Deki^nb  uati  be  execut¬ 
ed  wriili  very  few  look, 


too 


^  A  King-Sized  Chess  Set: 

Large  Pieces  Help  the  Audience 


There  is  a  persistent  legend  about  a  chess 
game  played  with  live  men — when  captured, 
they  are  killed  as  the  game  progresses;  the 
idea  was  converted  to  n  popular  novel  a  few 
years  back.  And  a  town  in  Italy  annually 
stages  a  pageant  game  with  elaborately 
dressed  human  figures.  In  more  practical  and 
everyday  terms,  however,  several  European 
cities  have  outdoor  chessboards  with  heroic 
figures— kings  perhaps  2  feet  high— some 
made  from  tree  stumps,  others  assembled 
from  trimmed  lumber  and  carved  to  a  greater 
or  lesser  degree.  Stuttgart,  Germany,  has  two 
such  sets  in  one  park,  which  1  saw  in  1963.  as 
well  as  giant  checkers.  Stockholm  and  Paris 
have  them,  too. 

In  1973.  the  president  of  McGraw-Hill, 
Inc.s  New  York,  saw  and  photographed  a  giant 
set  in  use  in  Stockholm  and  decided  a  similar 
one  might  be  a  good  addition  to  the  sunken 
plaza  of  his  company’s  new  building  in  Rocke¬ 
feller  Center.  I  was  commissioned  to  design 
and  build  a  suitable  set,  which  was  first  used 
July  1-3.  1974  in  noontime  games  played  by 
nationa!  champions. 

A  “board  with  2-foot  squares  suggests  a 

Firsr  dJiy  al  ]>Uy  in  Roc krMU  Center,  wiih  twm  docks,  the  wimf 
□nnouitfcr  as  for  th#  FVItor-Spaasky  uuifthrs,  and  inm  national 
h  imrk  r  pfayini'.  Tht-  board/  IG  lAfni.uin  an  open^ir 
plELza,  our  floor  belctty  the  Street,  and  'surrounded  by  ftalltriei, 
yviiics-  iiL«kes  ic  pos  able  for  wrvcr.nl  hundred  spectator  to  the 
The  j?  2-fnrtt  tqiutrrf  of  rontrsLvtiti^  mrfpgr -outdoor 

niK.  I  hi;  men  m.'iplo  And  mnhagany  in  imtuNt  finish  <Wfligjier 
Jntematicinal  riiolrs.) 


king  about  3  feet  tall — which,  if  turned  in  the 
standard  Staunton  pattern,  would  weigh  up¬ 
wards  of  100  pounds!  Any  elaborately  carved 
pieces  would  take  on  eternity  to  produce,  as 
well  as  costing  a  fortune  and  being  far  too 
fragile.  So  I  designed  pieces  which  arc  essen¬ 
tially  shells,  suggesting  the  traditional  shapes 
of  the  Staunton  pieces,  but  weighing  far  less, 
even  though  the  base  material  is  2-inch  lum¬ 
ber  and  the  king  is  16  inches  square.  My 
designs  turned  out  to  be  primarily  cabinetmak¬ 
ing,  because  actual  woodcarving  was  limited 
to  the  faces  of  the  king  and  queen,  the  knight's 
head,  crenel tation  on  the  rooks,  and  shoulder 
patches  on  the  kings  of  the  company  symbol  in 
low  relief.  Al!  joints  were  butted  rather  than 
mitered  for  greater  strength  and  to  make  full 
use  of  available  widths  of  material.  I  was 
surprised  to  find  that  the  set  could  be  made  of 
maple  for  the  “white"  pieces  and  mahogany 
for  the  “black1  at  only  about  15  percent  more 
cost  than  for  all  pieces  in  white  pine,  painted, 
because  of  recent  increases  in  the  cost  of  pine. 

There  are  a  number  of  abnormalities  which 
must  be  considered  in  designing  a  set  which  is 
so  large.  Pieces  should  be  nestable  for  storage 
and  able  to  withstand  battering.  Pieces  must 
have  natural  and  evident  hand  grips.  They 
must  be  readily  distinguishable  so  players  are 
not  confused;  there’s  a  vast  difference  be¬ 
tween  playing  on  a  conventional  board  and 
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surveying  a  16  x  16-foot  playing  surface* 
Also,  players  tend  not  to  leave  the  board 
between  moves*  so  some  pieces  should  double 
as  seats,  and  it  doesn't  hurt  if  some  double  as 
footstools  as  well 

My  ultimate  design  was  for  2-inch  lumber 
(l7/fi  inches  when  planed)  in  three  basic  pat¬ 
terns.  The  knights  and  bishops  are  merely  a 
back  and  two  sides,  the  queens  and  knights  are 
tapered  crosses,  and  the  pawns  and  rooks  are 
truncated  pyramids— the  latter  can  be  stacked 
like  ice-cream  cones,  and  the  others  nest  to¬ 
gether  nicely  so  the  complete  set  can  be 
transported  on  a  4  X  6-foot  hand  truck  Any 
one  of  these  three  forms  could  have  been  used 
as  the  basic  shape  for  ail  pieces*  but  I  felt  that 
having  this  variety  would  reduce  the  chance  of 
mistake  in  play,  I  also  adhered  to  the  general 
and  traditional  Staunton  outlines*  while  mak¬ 
ing  the  pieces  somewhat  more  modern  in 
feeling*  The  king  has  the  identifying  cross  on 
his  crown,  the  queen  a  ball,  and  these  figures 
have  definite  faces.  As  a  matter  of  fact,  al¬ 
though  the  king  has  a  handgrip  under  the  back 
rim  of  his  crown,  he  balances  better  if  the 
carrying  hand  is  tucked  under  his  chamfered 
chin. 

While  the  sets  I've  seen  in  use  are  played  on 
a  concrete  “board,”  this  set  required  a  board 
which  was  also  portable;  the  plaza  has  other 
uses.  So  the  “board”  is  indoor-outdoor  rug 


Because  the  K-t  must  be  stocwl  fishily,  ptcces  nrr  descried  to  nest, 
the  pawns  and  rooks  ttfsinR  stocked,  and  *h*  ethers,  niierfo-rked.  If) 
make  onr  compact  hand- truck  load.  Pieces  an?  vmniUied  and 
wuxed  to  resist  nbrnsion. 


matenal  an  2-foot  squares,  dull  gold  and  dark 
brown. 

In  the  interest  of  reducing  weight  and  ma¬ 
terial  cost,  the  pyramidal  rooks  and  pawns 
have  shells  of  ft/j-inch  wood  (l*/8  inches 
planed).  All  pieces  are  assembled  with  both 
glue  and  long  No.  12  woodscrews,  countersunk 
and  topped  by  cross-dowel  plugs  of  the  same 
wood.  (Queens  and  knights*  because  of  their 
cross  design,  are  glued  and  doweled  rather 
than  assembled  with  screws.)  As  completed, 
the  set  weighed  about  600  pounds,  the  white 
king  weighing  39  pounds  and  the  mahogany 
one  31;  the  queens  each  weigh  26  pounds, 
(some  mahogany  was  especially  heavy!),  the 
bishops  20  and  15,  the  knights  12  and  10,  the 
rooks  31  and  26*  and  the  pawns  15  to  17 — 
the  black  pawns  were  also  heavy  mahogany. 
The  rook  design  has  a  2-inch-thick  stool  top, 
so  it  was  possible  to  carve  low-relief  crenela- 
tion  around  the  rim  without  risking  any  dis¬ 
comfort  for  a  seated  player.  The  finishing  was 
two  coats  of  flat  varnish  and  two  coats  of  hard 
wax,  to  withstand  minor  battering* 

For  comfort  in  handling,  handholes  are  1 V* 
x  4  inches*  made  by  drilling  three  1%-inch 
holes  Side  by  side  and  removing  the  fillets  and 
rasping.  Edges  of  hand-holes  and  all  exposed 
edges  of  the  pieces  were  power-chamfered  to  a 
3/u-ineh  radius,  then  thoroughly  sanded.  Be¬ 
cause  of  the  size  and  bulk  of  the  king*  the  back 
board  was  raised  2  inches  above  ground  level, 
so  a  player  wouldn't  unwittingly  set  it  down  on 
his  toes*  Templates  are  helpful  for  the  bishop 
and  knight  head  shapes. 

Checkers  were  originally  to  be  provided  as 
well.  It  is  simple  enough  to  turn  disks  16 
inches  in  diameter  into  conventional  checkers, 
but  how  does  the  player  move  the  traditional 
king — one  man  stacked  upon  another?  I 
checked  through  a  number  of  latch  arrange¬ 
ments  and  finally  discarded  the  lot  to  come  up 
with  a  4- inch  hand  hole  crossed  by  a  dowel  for 
a  grip.  Then  the  player  can  reach  through  the 
top  checker  and  grip  the  lower  one. 

In  designing  the  set*  I  had  visualized  play 
similar  to  that  in  Stuttgart*  with  the  players 
moving  freely  and  informally  about  the  board, 
sitting  on  the  rooks  between  plays,  standing  on 
the  pawns  on  occasion  for  a  better  view  But  I 
reckoned  without  Radio  City  and  internation¬ 
al  champions.  The  set  has  been  used  only  in 
exhibition  games,  with  the  players  seated  on 
elevated  platforms  like  those  for  tennis  judges, 
and  “stewards”  to  move  the  pieces  for  them. 
This  made  it  necessary  to  skeletonize  the 
kings  and  queens  and  to  enlarge  “window” 
openings  in  the  rooks  to  reduce  weight. 
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Try  a  Mayan  Motif  Panel: 

Powerful  and  Different  Designs  from  Central  America 


The  Mayan  civil ization,  which  flourished  tn 
what  is  now  Guatemala  and  southern  Mexico  a 
thousand  years  ago.  is  being  remembered  in 
carvings — but  in  Honduras  and  El  Salvador, 
which  were  both  fringe  areas  rather  than  the 
center  for  this  highly  creative  and  productive 
people.  Honduras,  in  particular,  using  its  na¬ 
tive  mahogany,  actually  produces  largely 
carvings  with  the  Maya  motif  in  “factories1*; 


one  producer  at  least  has  a  series  of  full-color 
sheets  illustrating  standard  carvings  available 
for  export  in  quantity,  Paradoxically,  neither 
Mexico  nor  Guatemala  seem  to  be  part  of  the 
revival,  although  the  designs  are  so  powerful 
and  popular  that  Nicaragua  and  Costa  Rica 
have  m tern pted  copies.  Yet  Guatemalan  carv¬ 
ers  produce  such  non  indigenous  pieces  as  an 
Antarctic  penguin  (page  20)  and  the  snoozing 


Lek  — -Mosi  oripmtt]  Maya  wortdaajviiVE  hi»  lonjj  Kimv  roiled 

Here,  however*  is  a  forge  panel  in  the  Notional  M  use  urn . 
Guatemala  City,  showing  the  inspiration  for  nindf^n  pjtr+». 

Boitfim  Mi— Thru  p.'mel  it  wfll  ^signed  und  c*.ctiilcd,  hut  the 
figure  has  two  right  hands!  Truce  Ihe  standardized  face  contours 
on  oilier  beads  Q»lOuHSiiiip(iftfid  JvmJ  cimldtjn.  rlutr.trdtiijrt* 

I  his  p.iir  nf  mlhovttv  pnreH, 

Bclo1^- — Silhouette  hear), 

elaborate  nonipated  will)  the 

drculnr  one  nt  k-fl  cantor,  or 
tho  stylized  perrmit  ot  ron 
ter.  Bottom  center  —  Unfcl 
hrads  arc?  strained  then  qjinrt 
€*rf  to  nchirvr  hfchlrr  iirpan. 
Bottom  n^ht— Guatemalan 
version  of  u  vix  nixing  Nihv 
Enutaud  fisherman 
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fisherman  (shown  in  this  group),  who  would 
appear  to  be  straight  off  the  New  England 
coast. 

So  much  concentration  on  the  Mayan  motif 
has  produced  what  appears  to  be  a  standard¬ 
ized  face;  each  carver,  however,  makes  his 
own  subtle  changes.  The  back-sloping  fore¬ 
head  (produced  by  binding  baby  heads)  and 
prominent  nose,  plus  all  the  elaborate  head' 
dresses  and  decorated  robes,  necklaces,  ear¬ 
plugs  and  the  like  are  included,  yet  some 
carvers  disregard  the  buck  teeth  end  pendu¬ 
lous  lower  lip  that  others  feature,  AH  seem  to 


combine  the  glyphs  or  picture-writing  symbols 
with  the  figures,  as  the  original  Mayas  did  on 
their  stelae  and  wall  panels,  and  the  effect  is  a 
very  strong,  although  stylized,  kind  of  work 
which  may  appeal  to  you. 

Most  exceptional  among  the  carvings  I  saw 
were  the  pieces  in  the  Tourist  Information 
Office  in  Tegucigalpa,  the  capital  of  Hondur¬ 
as.  Desk  tops  and  fronts,  table  tops,  chairs, 
cabinets  and  other  pieces  of  furniture  were 
covered  with  bold  relief  carving,  some  of 
which  I  was  able  to  photograph  and  reproduce 
here.  (At  the  time,  all  1  had  was  color  film, 


These  pc i qi_' Is,  Ml  but  the  center  lie^ct  atnj  die  duor, 
ore  on  furniture  m  the  Tourist  triformaiion  Office, 
Tcgungalpv,  Honduras*  They  Ore  bold  ond  strong, 
one)  represent  seme  of  the  best  execution  of  the 
M itynn  motif.  Tfoo  central  bend  is  from  Ntcgrogun, 
dnd  like  the  two  heed*  trt  bollom  nghi  in  the  sketches 
on  the  facing  paRo  (from  ihe  laps  of  2l/*-foot  carved 
souvenir  salmi  set*},  lucks  I  l*r  flnem*  mid  cjuolily  nl 
the  Honduran  work.  Note  that  relief  u  fairly  deep 
;n  id  sir  coaly  Accented  by  Ixtckicioimd  SLiininfi,  nfso 
that  fcoc ktrrouniis  arc  textured  lo  nvokj  monotony.  All 
ore  mnhofimiy. 
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MAYA- MOT. F  DESK  FRONT'  Hondords-Mabogdriy  fhitjh 


Tooled  Icathcror  wood 


T^vvavJ 

p-  m 


MAYA  HEADS  g 

(Made  in  pairs)  \ 

i  Nicaragua-  Mahoq. 


which  had  to  be  converted  to  black  and  white, 
with  some  loss  of  margins  and  definition.) 

Almost  all  of  this  work  is  in  low  relief  panels, 
some  conventional  rectangles  or  circles,  but 
many  bold  silhouettes.  Mayan  heads  and 
glyphs  are  also  used  to  decorate  giant  salad 
sets — some  3  feet  long — that  are  obviously 
just  for  tourists.  It  is  interesting  to  study  the 
variations  from  panel  to  panel,  showing  indi¬ 
vidual  whims  and  the  desire  to  escape  from 
boredom  that  besets  carvers  like  those  produc¬ 
ing  cuckoo  clock  faces  in  Germany,  for  exam¬ 
ple.  Also,  a  number  of  variations  in  finishing 
have  been  developed.  One  pair  of  heads  that  is 
very  striking  and  dramatic  is  obviously  carved 
deeply  and  stained  dark,  then  surface-sanded 
to  produce  highlights  which  are  retained  by 
finishing  with  a  colorless  varnish.  Another 
head,  quite  blocky  and  simple  in  design,  is 
completely  surface-textured  with  horizontal 
gouge  grooves.  An  in-the-round  female  figure 
has  the  entire  surface  gouge -scalloped,  and 
her  child  has  gouge  lines  reminiscent  of  a 
lifer’s  uniform.  Most  of  the  figures  have  dark¬ 
er  color  in  recesses,  with  lighter  color  and 
higher  polish  on  upper  surfaces. 

Table  tops  entirely  covered  with  de- 
signs—often  including  a  practically  life-sized 
Maya  chief  or  priest — can  be  purchased  for 
a  few  hundred  dollars;  a  full-sized  door,  in 


Thou-  - r-  not  Mftynn  inspired,  twit  fhey  came  Iran  the  saim*  mt-A. 
Tht?  tw-  ■  m-lhr-nnjixri  fiFniros  nt  left  arc  frtun  Bnnduroi,  on  tUfplay 
M  \h*  Tour  is  i  Informally  Olfirr  m  Tegtif  i£fllp6.  The  stylise  erf 
the  jHtsiher  and  child  is  interesting,  iht  feaduririE  Itmfl  so.  The 
kiwHing  figure  htws  a  tt-iinaal  taw  shape,  but  no  Irwlim**,  nod  body 
conluiH*  ate  quite  ikropte.  The  ulhtf*  ihr**  figures,  ruch  about  17 
in,  high,  Dfc  fluitt  Nicaragua  and  i eem  U>  be  laifiratures  of  a  Don. 
Orsn  Qiiiynrc.  and  Sunchi>  Pxin^n. 
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Honduran  teak,  for  $160  Pieces  illustrated  in 
the  second  panel  range  from  as  little  as  $2  to 
about  $6  for  the  largest.  {The  fisherman,  even 
in  higher-lifestyle  Guatemala,  costs  under  $2.) 
Incidentally,  study  the  large  warrior  in  the 
second  panel  for  a  moment;  note  that  he  has 
two  right  hands — not  only  amateurs  make 
mistakes! 

There  are  simple  Indian  figures  in  the  round 
in  Honduras  and  El  Salvador,  but  they  are 
much  less  common  than  panels.  And  there  are 
other  motifs,  like  the  ubiquitous  Don  Quixote; 
but  most  of  the  carvers  are  devoted  to  the 
Maya  and  his  dramatic  doings.  As  a  result,  the 
quality  of  the  design  and  execution  is  unusual¬ 
ly  high,  because  repetition  inevitably  helps  in 
such  matters. 

Nicaragua,  while  cheek-by-jowl  with  Hon¬ 
duras,  El  Salvador  and  Costa  Rica,  produces 
very  little  in  terms  of  outstanding  wood  carv¬ 
ings.  Pieces  available  are  bold  but  crude  and 
tend  to  repeat  the  Don  Quixote  and  Maya 
motifs  of  nearby  countries — without,  however, 
an  equivalent  ability  at  detail,  design  and 
technique.  Available  work  tends  to  be  almost 
childlike  in  execution,  with  rough  finish.  Four 
examples  are  pictured;  they  may  appeal  to  you 
as  quick  studies  or  slap -dash  demonstration 
pieces. 

As  a  group,  Mayan  motif  pieces  are  quite 
unusual,  and  provide  an  entire  field  of  design 
that  is  quite  foreign  to  what  one  sees  in 
American  shops  and  exhibits.  This  is  rather 
surprising  when  one  remembers  that  Mayan 
country  is  nearer  than  Europe,  Mayan  history 
is  so  strong — and  prices  at  point  of  origin  are 
so  low* 


Panels  Can  Be  Challenging 


'Hey  Diddle  Diddle'  suggested  tUelf  as  « 
>uibject  for  a  rhomboid  panel  Inft  over 
fiO*n  my  king  sired  chess  set  (page  10 IK 
In  Chi9  instance.  I  fuirmvrd  pfupt+i 
prnfctfiiFr  I  In  id  nni  ihr  entire  pane!  mvl 
hostfd  the  back g rouinl  h>  *’j  m.  fi»  I  |ir 
*Kv  and  in,  few  Ute  i  noun  taunt.  ns  at 
tup  left.  Thr  figures  were  drawn  enUreh' 
friHti  a-nnigiiMt  ion  I  wlu-ii  T  l»d 

finished  that  the  cow  and  dog  were  both 
j natural1  pro  o  p  And  the  cm  had  CnC 
hnmnn  fraricE  the  moon  hnri  the  stoned 
lace,  and  rfce  dish  imd  spoon  quiTe  hu¬ 
man,  if  spindly  appendages  and  faces. 
Tine,  my  earvi«|£  was  hall  formal,  half 
caitcjHuiv,  1,1  wutdd  dhiitiyiusli  raricutui*? 
from  cpnoocuriE.  Caricature  is  ridicule. 
diJihcrntt>  exaggeration  or  d'ptoflton  <1/ 
the  subject's  djsLirtccivc  features  or  peculi- 
nrirics  to  pmrftice  a  comic  nr  Rr<»le*qne 
rlfcct-  curt  coning  is  Inmponning  or  mak¬ 
ing  somethin  ft  laughable,  a  ptftorkd  jnk*J 
Ah  '  |  he  enlire  scene  wa*  most  unlikely 
either  formally  or  in  tancature.  So  3 
1  nadr  n  uLritcliini'  pallet  with  the  scene  uv 


it  probably  occurred,  Tire  cow  is  m  tempi 
int  n  pnlevanli  (inspired  by  a  A'i*tv  Yorker 
eti  rtoen  >.  The  moon  is  irinking  a  inoi t  tin 
gcntlemnnly  gesture.  The  dog  is  harking 
■1 1  the  i  11  who  n  ihn'.ttniing  turn  with 
the  fiddle,  while  the  spoon  is  luring  the 
ilish  mli>  n taking  a  j*i«  Kuw  I  have  n 
ceitooiL  with  evervthmE.  but  l_bt»  dog  can- 
ca  lined. 

Contrast  ihc-se  panels  with  ihc  furmul 
coat  ol  arms  at  th*>  right,  or  with  ih<? 

|>.-U'iw;  They 'ft*  ninth  more  fun, 
ncorr  t»f  a  chollengc  mid  they  get  d  better 
audience  reaction!  Thi  iboes  are  in  effect 
low  relief  pnmrls  wrapped  around  iht-ii 
bnses  3  curved  one  face  with  a  Mexic.tr 
scviiec  tliea  dnlteii  liulfS  through  Id  light¬ 
en  the  *hoe*,  and  designed  the  scene  rut 
Hit  other  side  to  lit  tlie  holes  {much  easier 
ihnn  r  Hying  on  thy  dtifl  to  cornu  end 
whiw  it  is  expected),  Otd fruity  fencing 
staples  ate  driven  in  to  hold  the  leather 
luring  thongs.  Thr  c.hors;  hnvc  been  quite 
a  *.ens prion  for  formal  wear,  although  the 

»rc-iirs  Mttr  lArKlUim-d — -AiKithrr  gWrldllX. 


Actual  %um  of  top  felt 
panel  15  ]  x  10  >  12'm 
in.,  in  mahogany;  of  iLs 
mail-  1  1 2l  1  ■  12,;* 

in.,  in  ptimavern  (blond 
mahogany),  limed  with 
brown  stains  m  several 
lurie-v  Tlie  ceinl  of  artm  is 
mahc.gnny.  nbnut  l  *  12 
>  IQ  in,,  and  the  shoes 
nrv  Indus/  sire  7’ij,  in 
birch.  4  in.  high  at  rear. 
Cunt  of  wrras  nrul  s^iocs  a«i 
Mured  with  oil  pigments 
wiped  to  show  grain,  ihcn 
vamrsherl  anti  waxed,  tlx 
me  the  upper  panels 
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Indians,  Idols  and  Images: 

Each  Culture  Has  Its  Traditional  Carved  Figures 


Wooden  mascots  have  been  considered 
lucky  and  essential  aboard  ship  ever  since  the 
first  dugout.  One  tale  has  it  that  primitive 
ships  venturing  into  the  Mediterranean  sacri¬ 
ficed  a  maiden  to  propitiate  the  male  spirit  of 
the  sea — and  put  her  head  on  a  pole  at  the 
prow  to  prov  it  Tins  eventually  became  the 
more  permanent  female  figurehead,  who  was 
the  only  female  aboard  ship  considered  lucky. 
By  the  time  of  the  Phoenicians,  figureheads 
were  common.  The  Phoenicians  preferred 
horses,  the  Egyptians  fearsome  monsters*  the 
Vikings  dragons  and  snakes,  the  Polynesians 
gods  and  fishes  and  ornate  designs  including 
humans  But  the  Chinese  and  Japanese  didn’t 
use  them,  and  they  developed  the  easier  cus¬ 
tom  of  painted  eyes  at  the  bow,  which  the 
Portuguese  stiN  use.  Captain  Cook  remarked 
that  he  found  carved  lion  heads  as  figureheads 
on  Maori  ceremonial  canoes  in  the  17 70s, 


Typirpl  cigiif~3lnrr  Wlranir  L-rl l — Two  vicwi  of  a  mcfnf  Indian  at 
OH  SmiThviUe.  N  J  Copied  in  m£t;il  peuniHed  addition  of  free* 
M*Eidi*r£  drltfil*  with  l'r$i  fear  of  bj-cakbiir.  Center — A  squew  in 
pine.  JO  in.  high,  by  Fred  Latimer.  it  is  potycbrnmed  and  plifed, 
Aid  is  ww  in  Hie  collection  of  E.  Thomas  Cuin,  Ri^ht — Rough-cut 
and  oomplefed  Indian  in  redwood  18  in,  hiKb  on  an  8-in,  bfjso.  by 
the  .lufhrrr  It  wo*  carved  cro$swi»  of  the  block,  parity  1,0  avoid  n 
knot  at  the  knees  in  brack,  as  wall  a»  io  allow  greater  v>  idih  a>i  the 
shoutder\  and  for  rli**  firmrti. 


although  New  Zealand  had  never  had  lions 
and  Cook  was  supposed  to  have  been  the  first 
white  visitor  there  Did  some  explorer  precede 
him;  did  some  intrepid  Maori  navigate  to  Asia 
and  back,  bringing  the  design;  or  were  the 
Maori's  origins  Asian? 

The  English  became  obsessed  with  figure¬ 
heads.  which  four  hundred  years  ago  were  on 
every  vessel  of  any  size.  But  the  competition 
became  so  great  that  prow  figures  grew  over¬ 
sized*  leading  to  difficulties  in  steering  and 
handling  and  even  causing  an  occasional  sink¬ 
ing  by  the  bow  when  a  new  ship  was  launched! 
Some  naval  vessels  had  figureheads  that  could 
be  taken  apart  and  stored  when  battle  loomed. 
So,  two  hundred  years  ago,  the  Admiralty 
banned  wooden  images  aboard  ship  but  appar¬ 
ently  never  enforced  the  ban,  for  figureheads 
were  in  demand  on  all  kinds  of  ships  until  the 
iron  ship  came  in  the  1850s — and  ship  carvers 
turned  to  cigar-store  Indians  and  store  signs  to 
stay  employed. 

There  were  figureheads  representing  the 
great  (or  notorious):  Cornwallis  (12  feet  tall 
and  weighing  1  ton),  Wellington  (4  tons!)* 
Gladstone,  Gordon,  even  Churchill  recently 
(this  carving  has  ears,  a  rarity  in  such  designs). 
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Florence  Nightingale,  Nannie  the  Witch,  and 
5^0  on.  There  are  museums  on  our  East  Coast 
and  in  various  parts  of  England  crowded  with 
them,  and  others  are  even  worshiped  here  and 
there.  There  is  the  black  angel  in  a  church  in 
Yorkshire,  the  Black  Christ  in  Porto  Bello, 
Panama,  and  the  Atalanta  in  the  museum  at 
La  Spezia,  Italy,  which  reportedly  "caused1' 
the  suicides  of  three  men — a  ship  captain,  a 
museum  attendant  and  a  German  officer  who 
took  her  temporarily  in  World  War  II 

Man  probably  made  images  almost  as  soon 
as  he  developed  sharp-edged  tools;  they  have 
been  familiar  all  through  the  centuries  and  all 
over  the  world  Even  the  most  remote  people 
carved  them,  with  whatever  skill  they  may 
have  had.  The  tiki  of  the  Polynesian,  the  idol 
of  the  Melanesian,  the  totem  pole  of  our  own 
northwest  Indians,  the  ship  figurehead  and  the 
cigar-store  Indian  are  all  blood  brothers,  made 
in  many  instances  by  men  with  no  formal 
training  but  often  a  great  deal  of  skill  and 
experience,  as  well  as  more  imagination  than 
their  fellows. 

Your  local  library  probably  has  books  show¬ 
ing  examples  of  storefront  figures,  circus  wag¬ 
ons*  carousel  figures  and  ship  figureheads, 
even  totem  poles.  They  are  involved  in  every 
show  of  folk  art,  as  are  signs  and  household 
tools  and  furniture.  But  some  of  the  foreign 
forms  are  hard  to  find  in  anything  except 


scientific  monographs  or,  strangely  enough, 
travel  literature.  The  Easter  Island  figures 
and  the  New  Guinea  ones  are  examples,  as 
well  as  the  Maori  and  Polynesian  ones.  What  I 
have  tried  to  provide  here  is  just  a  sampling  of 
a  very  large  and  diversified  field. 

Perhaps  of  greatest  current  interest  is  the 
cigar-store  Indian— who  was  often  not  an  Indi¬ 
an  at  all  and  not  in  front  of  a  cigar  store. 
Tobacco  was  "discovered"  by  Columbus,  after 
one  of  his  men  learned  aboul  it  from  the 
Indians,  brought  to  Spain  in  1558  and  intro* 
duced  to  the  French  court  of  Henri  II  by  Jean 
Nicot.  his  ambassador  to  Lisbon.  Nicot,  in 
turn,  brought  some  to  the  queen,  Catherine  de 
Medici.  ("Tobacco"  was  the  Indians1  name  for 
the  tube  in  which  they  smoked  the  leaf,  and 
nicotine  comes  from  Nicotians*  the  scientific 
name  of  the  plant,  after  Nicot.)  AH  this  was 
around  1560.  Sir  John  Hawkins  brought  the 
leaves  to  England  in  1564,  when  Sir  Walter 
Raleigh  was  only  about  twelve  years  old  So 
much  for  his  story! 

In  any  case,  by  the  late  sixteenth  century, 
the  cigar-store  Indian  was  a  common  figure 
before  English  shops.  Of  course,  he  might  be  a 
black  man  instead,  because  there  was  much 
confusion  about  color  originally,  and  he  usual* 
ly  had  tobacco  leaves  carved  as  a  headdress 
and  kilt,  to  replace  the  feathers  the  carver  had 
seen  on  sketches  of  Indians  brought  to  Eng- 


Lcft — My  Intli/m.  before  ttnling.  showed 
grain  lints  loo  prominently.  Center — Easier  Is* 
land  Send,  icmewhat  elongated  to  fit  the  buv 
wood  trunk  in  which  it  was  carved.  Right — My 
tikt,  in  cherry,  after  n  Bom  Born  design.  Tat- 
loos  find  cyct  did  not  really  stand  mil  until 
Tinting  (second  view).  Boltain — We  have  oof 


idols  and  irnog^,  too,  worn  as  pins,  pendant* 
or  bo  lot.  Those  rwo  were  given  to  me.  The 
first  is  in  sugar  pine,  (he  second  is  o  stylized 
engic  in  ebony.  Beside  them  is  a  Maori  tiki  in 
r  green  stone.  Center— The  caducous  (10  in.) 
in  mahogany- — still  a  medical  symbol. 


Ill 
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land  as  captives.  By  the  eighteenth  century,  a 
great  variety  of  figures  was  common,  sheaves 
of  tobacco  leaves,  pipes,  even  snuff;  cavaliers; 
girls:  various  animals:  and  whatever  else  a 
carver’s  or  shopkeeper’s  fertile  mind  might 
suggest.  They  were  usually  oak  or  elm,  with 
separate  arms  and  other  appendages  in  most 
cases,  coated  with  tar  or  asphaltum  to  resist 
the  weather,  then  painted  in  bright  colors.  And 
each  time  they  were  repainted t  the  design  was 
probably  changed  slightly. 

In  the  early  nineteenth  century,  cigar-store 
Indians  were  common  in  the  United  States. 
Some  indeed  were  little  more  than  plank 
silhouettes  writh  the  faces  carved  in  low'  relief; 
that  made  them  easier  to  get  in  and  out  of  shop 
doors,  because  an  Indian  left  out  all  night 
might  well  be  removed  by  some  prankster. 
However,  the  plank  type  of  Indian  also  made 
a  convenient  addition  to  the  frequenl  bonfires, 
so  not  many  survive  The  advent  of  steel  ships 
in  the  1850s  was  accelerated  by  the  battle 
between  the  ironclads  early  in  the  Civil  War. 
so  a  great  many  carvers  of  ship  figureheads 
and  counters  suddenly  found  themselves  with 
time  to  make  Indians  and  even  store  signs,  and 
for  customers  far  from  the  seashore  towns 
where  they  had  always  lived.  Even  so,  the 
continuing  demand  was  so  great  that  these 
figures  were  reproduced  in  metal,  either  by 
casting  a  shell  or  by  forming  metal  over  a 
mold.  And,  as  always,  surface  decorations  and 
appendages  became  more  and  more  elaborate, 
A  number  of  companies  had  catalogs  offering 
metal  Indians  at  prices  around  S50  or  $60  and 
offered  to  make  special  figures  for  relatively 
little  more.  But  by  the  beginning  of  this  centu¬ 
ry,  most  of  the  figures  were  gone;  I  remember 
seeing  an  occasional  one  during  my  early 
childhood,  but  by  the  thirties,  the  Indian  was 
in  Limbo,  not  to  reemerge  until  he  began  to 
be  preserved  by  the  museums. 

In  sharp  contrast  to  the  big  good-luck  charm 
called  a  figurehead  and  the  commercial  flavor 
of  the  cigar-store  Indian  are  the  subjects  of 
most  of  my  sketches.  They  are  similar  in  being 
to  human  figures  and  in  being  made  of  wood 
(except  for  the  Maori  tikis,  some  of  which  are 
miniatures  in  soft  stone),  but  are  essentially 
devotional.  Like  the  African  who  strove  to 
express  himself  in  wood,  the  Easter  Islanders, 
the  Maori,  our  Northwestern  Indians,  the  Poly¬ 
nesians  and  the  primitive  savages  of  New 
Guinea  used  wood  as  a  readily  available  ma¬ 
terial  for  idols,  images  and  spirit  homes.  (So 
did  the  Egyptians  and  early  Europeans,  the 
Chinese  and  the  Japanese,  as  a  matter  of  fact.) 
Much  of  their  carving  was  distorted  human 


shapes,  but  they  also  carved  animals,  birds, 
sea  creatures  and  imaginary  monsters. 

Easter  Islanders,  for  example,  believe  they 
migrated  there  under  leadership  of  a  chief 
called  Hotu  Matua.  so  they  make  figures  of 
him  and  his  wife — the  actual  ancestors  of  some 
of  the  inhabitants.  They  show  him  sometimes 
with  a  weak  chin  and  sometimes  with  a  strong 
one;  they  carve  him  as  a  two-faced  god  who, 
like  the  Greek  Janus,  sees  both  the  past  and 
the  future.  And  on  an  island  remote  from 
many  species  of  birds  and  animals,  they  carved 
the  albatross  and  other  seabirds,  and  figures 
that  are  half  man,  half  bird.  But  the  figure 
that  is  most  associated  with  them  is  the 
Moais- — which  carved  in  heroic  size  in  stones  is 
the  symbol  of  the  island  in  travel  books. 

For  my  Moais.  I  chose  a  basswood  trunk 
with  a  limb  crotch  that,  inverted,  became  a 
very  large  nose  and  necessitated  some  elonga¬ 
tion  of  the  head — and  an  unintended  carica¬ 
ture  of  General  Charles  de  Gaulle.  The  piece 
is  about  4 %h  inches  in  diameter  by  2  feet  high 
and  is  set  on  a  redwood  base  for  stability. 
Some  of  the  inner  bark  was  left  on  to  avoid 
dead  whiteness,  and  the  finish  is  simple  spray 
varnish  and  wax,  A  figure  like  this  can  be 
made  with  carpenters  chisels,  followed  by  a 
little  judicious  kmfe  work  in  shaping  the  nose 
and  ear  lobes  and  makes  an  excellent  doorstop 
or  standing  figure  at  the  turn  of  a  stair. 

My  tiki,  after  a  Bora  Bora  (near  Tahiti)  one 
that  I  saw,  was  whacked  out  of  a  5 -inch  wrild 
cherry  log;  thus  it  follows  the  tradition  that 
such  figures  be  made  from  local  wood  and  be 
somewhat  crude  in  form.  In  Polynesia,  the 
fern  tree  is  a  popular  wood*  as  is  the  butt  of  a 
palm,  and  some  tikis  are  carved  right  on  the 
tree  stump,  and  with  axes  and  large  knives 
rather  than  more  conventional  tools.  Such  a 
figure  is  often  painted  to  accent  the  eyes  and 
tattoo  marks,  but  most  of  those  which  find 
their  way  to  this  country  to  stand  before  a 
Trader  Vic’s  are  of  fern  tree  and  unpainted, 
partly  because  of  the  extremely  rough  and 
stringy  surface  of  the  v/ood.  Mine  is  in  the 
garden  at  the  end  of  a  short  stone  path,  so  it’s 
well  varnished  with  marine  varnish  to  reduce 
the  checking  and  dry  rot  that  attacks  fruit  - 
woods  in  our  area. 

My  cigar-store  Indian,  a  male  version  of  the 
standard  figure  sketched  at  bottom  right  in 
this  group,  illustrates  how  poses  can  be 
changed  slightly  to  suit  circumstances.  I 
worked  in  n  5l/4-inch  square  piece  of  redwood 
about  26  inches  long.  (The  wood  was  appropri¬ 
ate  for  the  subject  but  unexpectedly  difficult 
to  carve,  since  it  was  the  whitish  sort  that  has 
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distinct  summer  and  winter  growths,  the  win¬ 
ter  growth  hard  and  resinous,  the  summer 
growth  soft  and  spongy,  so  even  razor-sharp 
chisels  rapidly  lose  their  edge  and  alternate 
between  slicing  off  the  winter  growth  and 
breaking  out  chunks  of  the  summer  growth 
between,)  The  Indian  was  positioned  crosswise 
of  the  chunk,  which  makes  for  some  difficul¬ 
ties  in  layout  of  the  design  and  in  initial 
cutting,  but  permits  a  larger  figure  in  a  given 
block  and  also  provides  wood  for  arms  and 
hands  if  they  are  held  in  close,  (Most  wooden 
Indians  had  attached  forearms  and  other  ap¬ 
purtenances,  and  modern  ones  ore  often  built 
up  of  planks  because  proper  sizes  of  wood  are 
not  available.  Also,  pine  or  fir  is  the  usual 
material,  although  some  carvers  use  cedar  and 
other  woods  if  they  are  locally  available,) 

This  figure  is  much  more  elaborate  than  the 
tiki  or  moais,  of  course,  and  T  chose  to  make  it 
more  complex  by  detailing  the  headband  and 
hair,  the  fringe  at  the  bottom  of  the  kilt,  and 
the  hands  and  feet.  Such  details  are  often 
painted  on  and  disappear  when  the  repainter 
is  someone  of  the  barn-painting  variety.  But 
this  figure  is  in  miniature  and  will  be  seen 
close  up.  Hair  and  fringe  require  a  small 
veiner,  plus  knife  work  where  the  grain  is  par¬ 
ticularly  recalcitrant.  Details  of  the  headband 
arc  easier  with  a  knife  because  of  the  grain 
variation,  as  are  eye,  nose  and  mouth  details. 
Eves,  incidentally,  have  a  drilled  pupil  and 
outlined  iris,  plus  eyelids.  Feathers  of  the 
headdress  are  also  detailed  with  the  knife 
rather  than  the  veiner,  because  of  grain  prob¬ 
lems,  Because  my  Indian  will  spend  his  life 
within  doors,  I  did  not  drill  the  deep  hole  down 
from  the  crown  of  the  head  that  was  customary 
so  the  figure  could  be  given  occasional  doses  of 
linseed  oil  and/or  turpentine  to  preserve  the 
wood,  (My  tiki  has  a  natural  core  fault  that 
serves,)  And  most  of  the  basic  colors  are  the 
German  sal-ammoniac  stains  which  can  be 
applied  over  varnish  and  will  penetrate  it, 
given  time.  However,  if  they  are  applied  on 
varnish,  a  mistake  can  be  wiped  off  immedi¬ 
ately.  Acrylics  would  give  a  similar  finish— a 
soft  gloss  tone — if  wiped  down  so  the  grain 
shows  through.  On  the  original  Indians,  oil 
paints  were  used  and  covered  the  wood  com* 
pletely,  so  it  could  have  been  made  of  any¬ 
thing,  In  fact,  the  shift  to  iron  copies  in  the 
latter  years  wasn't  even  evident. 

On  a  figure  like  this,  when  the  wood  lends  to 
split  and  crush,  a  knife  is  better  for  detail  than 
a  chisel,  in  my  opinion,  because  a  slight  sawing 
motion  can  be  used  to  avoid  crushing.  Letter¬ 


ing  on  the  base  was  made  by  cutting  away  the 
background  around  the  word  "FINE'1  and 
making  V-euts  around  the  letters  of  "CI¬ 
GARS/'  with  the  wall  of  the  V  nearest  the 
letters  vertical.  This  was  also  done  with  the 
knife  because  of  the  curves  in  the  letters.  This 
unusual  combination  of  lettering  types  was, 
incidentally,  used  by  at  least  one  carver  of 
long  ago  who  was  less  concerned  with  esthetics 
than  with  practicality. 

Arm  bands  and  hair  band  were  carved 
integrally,  but  the  bracelets  were  carved  sep¬ 
arately  from  scraps,  then  broken  and  glued 
around  the  wrists.  If  you  want  the  challenge, 
they  can  of  course  be  carved  integrally,  but  I’d 
suggest  a  more  amenable  wood.  They  were 
given  a  copper  tone  by  painting  with  a  copper 
lacquer;  our  Indians  didn’t  wear  gold  or  silver 
(except  for  the  southwestern  ones,  and  then 
only  in  later  years).  As  a  matter  of  hard  fact, 
Indians  have  skm  colors  ranging  from  white  to 
brown;  the  "redskin1’  idea  came  from  our 
ancestors,  who  were  describing  the  Indians’ 
favorite  color  for  paint- — -red. 

The  totem  pole  is  a  great  American  stan¬ 
dard  as  well,  which  I  have  dealt  with  in  earlier 
books.  So  I  have  provided  here  only  two  views 
of  a  rather  elaborate  modem  miniature,  with 
shapes  and  colors.  Other  motifs  are  like  those 
shown  for  the  spoons  (page  41)  made  by  the 
same  tribes — Haidas,  Tlingit,  Tsimshian, 
Kwakiut!  and  Bella  Coola,  in  British  Columbia 
and  southeast  Alaska,  Like  the  African  mwiko 
(which  was  a  single  figure),  these  poles  are 
basically  tribal  totems  rather  than  idols.  They 
identified  the  tribe  of  the  owner — bis  totem 
was  on  top,  his  wife's  on  the  bottom — and  the 
taller  the  pole,  the  more  important  he  was. 
They  were  made  of  cedar  with  flint  adzes, 
abalone  scrapers  and  sharkskin  sandpaper. 

The  New  Guinea  figures,  like  the  Polyne¬ 
sian  ones,  were  used  in  meetinghouses  and  on 
headdresses,  as  well  as  on  canoe  prows — 
wherever  the  user  thought  a  friendly  spirit 
would  help  him  or  terrify  his  enemies.  They 
are  very  different  from  our  figures,  so  may 
provide  some  fun  and  relaxation.  Again,  they 
are  painted  in  bright  colors,  in  contrast  to  the 
Maori  ones,  which  are  a  uniform  dark  red  with 
shell  eyes  providing  "headlights," 

We  have  many  good-luck  charms,  worn  as 
pendants,  pins,  earrings  and  belt  buckles,  or 
carried  on  a  key  ring  or  loose  in  a  pocket,  I 
have  included  three  as  reminders— two  bolos 
and  a  caduceus.  Many  other  designs,  particu¬ 
larly  those  in  the  next  article,  are  suitable  as 
well. 


14 


Sundials — And  How  to  Carve  Them: 

Each  Must  Be  Calculated  for  Place  and  Time 


The  sundial  is  familiar  to  most  moderns  only 
as  a  garden  or  wall  decoration — charming  but 
rather  inaccurate.  But  it  was,  for  centuries*  the 
best  available  indicator  of  time,  even  when  it 
merely  showed  the  noon  hour  or  the  proper 
time  to  pause  for  prayers  There  are  sundials 
throughout  our  written  history;  poets  have 
sung  about  them,  authors  written  of  them. 
There's  one  at  Glam  is  Castle,  where  Shake¬ 
speare  placed  his  play  Macbeth.  There's  an* 
other  at  Chartres  Cathedral  in  France,  Still 
others  are  all  over  Europe  and  the  near  East, 
Ancient  Romans  captured  some  and  lugged 
them  home  as  booty.  There  are  noon  markers 
on  walls  near  church  spires  using  the  spire  as  a 
gnomon,  posts  set  up  in  the  middle  of  a  circle 
of  rocks,  monuments  like  the  one  to  Henry  the 
Navigator  in  Lisbon  that  became  giant  sun- 
dials.  Ben  Franklin  saw  one  on  the  general 
post  office  in  London,  so,  when  he  became 
American  postmaster  general  during  the  Rev¬ 
olution.  it  reappeared  on  our  first  coinage, 
with  its  motto  of  ^Be  about  Your  Business1' 
shortened  to  a  more  American  ‘'Mind  Your 
Business."  There  were  dials  on  the  dollar  (first 
silver,  then  bronze,  then  pewter,  as  the  war 
progressed),  on  the  copper  cent,  and  on  the 
,lFugio  note,"  which  was  a  third  of  a  dollar.  It 
also  appeared  on  a  6-cent  note  of  the  City  of 
New  York,  printed  in  1814. 

Further,  the  sun  dial  is  a  true  example  of 
simplicity,  utility  and  beauty  combined.  Its 
lines  and  markings  must  be  mathematically 
exact  to  serve  its  purpose,  yet  it  can  be 
extremely  decorative  in  an  unobtrusive  way. 
It  can  be  as  simple  or  elaborate  as  anyone 
could  desire.  (Some  have  been  made  with  80 
dials,  showing  times,  season,  tides  and  such  for 
a  number  of  locations.) 

Not  so  long  ago,  I  didn't  know  any  of  this,  so 
when  a  friend  in  Maine  asked  me  to  design 
him  a  dial,  I  shrugged  it  off  with  the  comment 
that  enduring  bronze  ones  are  commonly 


Sutf  nwttifs  nre  rhe  ttecorolivc  vlcmuiils  u<ri  l  him  circular  form  dial. 
Upper  loft  is  an  Amerindian  ilcsi^n,  upper  rinht  ihc  sun  frym  rhe 
rttnr.T  of  rhr  Aztec  calendar  stem.  lower  rif;hl  the  Norse  firx)  Freyr 
ftdine  a  boar,  orud  lower  toft  the  Grouk  cod  Helios  driving  four 
horse*  Motifs  (ftfi'  carved  to  low  r cHtf,  wiili  ibv  ground  doping 
inojn  the  dm!  to  Ihc  edge*  Motto  r  eXMiifftd.  as  arc  dial  lines,  with 
a  vriritf  Gnomon  15  1  i-ifich  Monel  mrHl  in  1  slot. 

Wood  is  took.  about  12  1  12  ift.  by  1  m.  ibidk.  fimmhtd  with  teak 
finish. 


available,  long-lasting  and  relatively  cheap. 
But  I  was  intrigued,  and  suddenly  remem¬ 
bered  that  teak  will  withstand  weather,  salt 
and  sun  very  well.  So,  three  books  and  four 
magazine  articles  later,  I  knew  that  sundials 
should  suit  then  latitude  and  user  I  not  only 
made  a  sundial  for  him,  but  two  others,  of 
different  designs,  for  my  daughters.  I  also 
discovered  that  a  small  pewter  dial  I  had 
bought  in  Williamsburg  was  designed  for  36 
degrees  north  latitude  (Williamsburg  is 
37*15')  and  hence  was  not  very  accurate  in 
New  York,  and  my  larger  bronze  one  is  de¬ 
signed  for  41  degrees — -near  enough  right  in 
these  days  of  Daylight  Saving  and  confusion 
about  time  anyhow. 

My  dials  were  made  of  1-inch  teak  about  a 
foot  square  and  so  should  stand  the  weather 
well  with  minimum  attention.  Teak  just  isn't 
seriously  affected  by  sun,  rain  or  bugs,  and 
with  occasional  oiling  will  even  retain  its  color. 
Besides,  it's  pure  joy  to  carve.  I  had  apiece  of 
Vs-inch  Monel  metal  (an  alloy  of  nickel  hard¬ 
ened  with  copper)  that  will  hold  its  silvery 
color  despite  the  weather  and  is  stiff  enough  to 
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resist  small  children's  affectionate  beatings, 
and  that  became  two  angular  gnomons,  while 
the  third  is  a  brass  rod  Vw  inch  in  diameter. 
Just  for  reassurance,  the  dials  were  backed 
with  'V*-tnch  aluminum  T-bar.  glued  and 
screwed  in  place  with  zinc-coated  screws. 
(Brass  screws  in  this  case  make  an  excellent 
battery,  so  there  is  rapid  corrosion.  Besides, 
two  of  the  dials  are  set  in  concrete,  both  for 
accuracy  and  for  security,  and  the  salts  in 
concrete  would  intensify  galvanic  action.) 

There  arc  a  number  of  shapes  of  dials 
besides  the  familiar  circular  ones,  and  several 
ways  to  design  one.  I  made  one  with  a  circular 
face  and  carvings  in  the  four  corners,  another 
that  is  square,  with  minimum  carving,  and  a 
third  that  is  set  at  an  angle  to  the  horizontal,  to 
illustrate  three  types.  You  can  make  any  of  the 
three  rather  easily,  and  suit  the  decorations  to 
your  own  preference,  although  Fve  provided 
some  designs  for  examples.  Just  keep  the 
details  simple  to  reduce  the  spaces  where 
water  can  collect  and  freeze  in  winter,  because 
the  freezing  may  cause  expansion  that  will 
break  off  details,  unless  the  dial  is  set  at  an 
angle  so  it  can  drain. 

Let's  start  with  a  simple  sundial  of  an  unu¬ 
sual  form.  It  is  called  equatorial,  because  the 
dial  itself  is  lilted  to  be  parallel  with  the 
equator.  As  a  result,  the  dial  face  can  be 


circular;  with  regular  15-degree  divisions  for 
the  hours  (360  degrees  circumference  divided 
by  24  hours  gives  15  degrees  per  hour),  and 
the  gnomon  or  style  is  like  a  miniature  North 
Pole,  aligned  with  the  axis  of  the  Earth.  Pick 
out  a  board  to  suit  your  purposes;  the  dial  itself 
will  be  a  semicircle,  so  the  minimum  shape 
would  be  twice  as  long  as  it  is  wide.  I  selected  a 
board  12  inches  wide  by  13  inches  long,  which 
provided  space  for  a  12-inch  semicircle*  with 
decoration  and  a  motto  below  (see  photo). 
Draw  a  baseline  about  a  half-inch  from  one 
long  edge,  and  on  it  scribe  a  semicircle.  The 
center  of  this  circle  is  the  site  of  the  gnomon, 
and  the  semicircle  can  be  divided  into  15- 
degree  segments  with  a  protractor,  or  by  sub¬ 
dividing  it  into  twelve  parts  with  a  compass  or 
dividers.  The  central  division  line  will  become 
12  o“dock  and  the  intersections  of  the  semicir¬ 
cle  and  the  baseline  will  be  six,  with  the  other 
hours  numbered  clockwise.  If  you  want  to 
subdivide  for  quarter  hours,  divide  each  15- 
degree  segment  into  four  parts  (3.75  degrees 
each).  Radiating  lines  are  drawn  from  the 
central  point  through  each  hour  point  and  on 
out  to  as  near  the  edge  of  the  board  as  you 
wish  to  go.  Tliis  completes  the  dial  itself’ — but 
you  can  add  any  decoration  or  motto  you  wish, 
and  where  you  wish,  as  long  as  it  doesn't 
obscure  too  much  of  an  hour  line.  I  put  the 
motto  across  the  bottom,  and  six  Zuni  and 
Navajo  designs,  copied  from  Indian  jewelry, 
in  spaces  around  the  board-  (It  could  he  n n 
edge  design,  or  a  border  just  as  readily*  or  one 
or  two  large  design  units  in  the  bottom  cor¬ 
ners.) 

Because  the  dial  will  be  exposed  to  the 
weather  all  year  long,  I  decided  to  keep  the 
carving  shallow,  so  most  of  it  was  done  with  a 
veiner.  Ail  the  lines  and  numbers  were  carved 
this  way,  using  a  Vni-inch  veiner  and  a  very 
light  mallet.  The  only  problem  is  to  maintain  a 
constant  line  depth  and  width,  which  is  usually 
easiest  by  achieving  depth  in  two  steps,  taking 
a  shallow  cut  originally  to  establish  direction 
and  a  second  to  adjust  depth  and  width.  A 
V-tool  can  also  be  used  and  is  easier  to  keep 
sharp  but  is  harder  to  control  in  cutting, 

l^ichl— Tlin-r!  of  ciikuluiinn  n  &undutL 

Lcfl— Simple  square  dull  with  Italian  motto  mejiimni  '  live  iron 
bell  irrny  wrongly  fell;  I  err  not-  if  lln?  %itn  shirt  welt  M  It  i a  l  12 
■  12-iti,  tr.ifc.  with  dial  lines  amt  executed  v.Jih  4  veiner. 

Decorations  are  eefttam*.  of  ita*  sun — rising  il  high  hrxm  find 
The  Vo-jn,  Monel  motal  gnomon  ia  mlO  n  ulm  '.i  in 

Jeep,  jlfco  came*  u  cunoon  of  the  stin-tace  profile.  Note  bHlludr 
aud  identification  along  Inwer  Finish  as  refill  oil 


lie 


Voy  cvt  0ba5<i  neordicl  tap-Scy 
\  4ow n  Find  ce  rtW  0-  \  he  qrwtion 
(o  %  rod)  site.  Strike  on  arc  of  de¬ 
sired  radius  for  diaL  ^HildiVide 
inti 3  lS*s^m«rits  for  hours- 375*  tor 
Y^hry  D raw  rcy*. 


Draw  base  lines  (left  diaqram)  QA 
.  +  0C  al  right  angles.  From  OA,  lay 

/  oof  gnomo  n  a nqlr  (Inthfi  cose  ), 
2.  Draw  o  basic  qnomon  GAB,  smaller 
than  final  size.  Draw  ores  with  redn 
OA+OB,  Divide  ore  CBDinto  15 
segments,  and  d^Qw  rays  Qxq,  From 
tfoc  k  Tct  drew  a  h&viiontol  lmc(  and  Fem 
The  cor  respondi  ng  y(  a  vertical  my  VJ?  to 

meet  iff establishing  paints  z.  TTrovyh 
tQck'?,  draw  a  ray  from G  These  are 
The  hour  lines  of  the  dial.  Lino  be- 
bw  VI  are  a  mirror  imaqc  of  those  above. 

3,  To  obtain  &hr  rcys,  fellow  Some  method, 
qi  charted  from  VfcVI.  points  X* 

4.  For  o  hctWdtal  shop*,  raise  the  d  al.oi 
shown  in  "Layout  of  Dial  fndortefl),  toy  out 

°  o  new  OAV  0(  Describe  ore  GBand  Ircmsfer 

hour  points  (pi  u5  H‘hr  points,  if  used  flea  sure 
up  from  C  the  hose  length  of  final  gnomon  (in 
this  example  !*  longer  than  OA).  This  locates  paint  C . 

5  Measure  down  from  C  a  distance  equal  to  0D(frs1 
dioqrom)fand  withOC  as  a  radius  draw  anew  circle  f 
with  others  inside  if  far  I  units  of  ^rhe  morts  and  rays. 
The  n  f  fom  0  (NOT  0)  draw  final  djiol  rays  for  he’s  *■ 
^4'hri  Lay  ouf  numerals  radio)  ty  (shown)  or  vertical  ly 

6  fcjhH  and  side  of  dial  is  a  mirror  image  of  left. 

If  qnaTTwa  is  over  %  thr'ek ,  draw  a  second  QC  line 
^[ri{i7raaa:ThkV.nesa  to  right,  and  lay  out  right  half 

from 'it,  Tip^rfyogirion  fn^d  beat  0, 


I  Lay  Oat  gnomon  on  base  bne  0'f\  with  angle  F'CA  equal  to  latitude, 
(2nd  Itfnqth  OB  tfqu&l  to  desired  gnomon  length.  Draw  line  C  ADl- 
Vvith  the  length  CD  equdl  to  half  the  desired  rectdnquUr  difl  k 

2.  Draw  line  C  E  perpendicular  to  line  OA,  fo  establish  E. 

3,  k/ith  a  compass  and  radiu.5  CE,  strike  an  ore  to  locate  F7 

•-  From  F  draw  o  circk  of  any  convenient  radius  (short  doHcd  lines) 
Subdivide  into  15'orcs  with  protrcctor  or  dividers.  The^e  will 
locate  hours  |f  quarter' hour  divisions  ore  wanted,  divide  into  J4^ 
f  Establish  paint  C  by  measuring  gnomon  base  length  OB  down 
frorn  C  C  D  15  the  top  line  of  the  dial,  C  the  focal  point, 

£s.  Draw  rays  from  F  to  the  dotted  circle  and  interacting  Lne  CD. 

7  Draw  rayj  from  C  to  The.  pencils  where  ray*  drawn  in  Gtep  G  Croij  C  $ 
Whan  the  intersection  is  outside  the  dial,  mark  Ibt  point  wLer*  the 
ray  crosses  DD  The  hour  rays  (based  on  iSVcys  from  F)  wdl  be 
carwd,  (Rays  for  S 50 t  5;  45  ore  impractical  fa  draw,  so  estimate 
Hnem.  Points  be  low  t?  otlotk  can  be  pfotfed  with  drvidef^Si  they 
aretta  reverse  of  fhose  above.  Use  a  Srm  ilcr  transfer  for  left  half 


Traditional  dials  had  Roman  numerals  rather 
than  Arabic,  and  these  are  still  the  easier  to 
carve  to  uniform  height  and  proper  shape.  If 
the  motto  is  relatively  short,  it  is  easiest  to  lay 
out  and  carve  in  capital  letters.  Block  letters 
can  be  carved  with  the  veiner  as  welh  elimi¬ 
nating  many  of  the  problems  of  carving  raised 
or  wide  incised  lettering* 

Because  the  Indian  pins  on  which  the  de¬ 
signs  are  based  are  essentially  flat,  and  have 
geometric  patterns,  I  could  make  them  as  flat 
carvings  with  the  patterns  indicated  by  veiner 
lines  and  some  surfaces  cross-hatched  to  rep¬ 
resent  color  differences  of  the  stones  of  the 
originals.  The  outer  shape,  however,  was  es¬ 
tablished  by  setting  in  (vertical  cutting)  along 
the  outline  with  a  Vs- inch  firmer  and  suitable 
small  gouges,  then  fairing  out  from  a  depth  of 
*/»  inch  so  the  design  stands  clear— trenched  in 
the  old  Egyptian  manner. 

The  gnomon  for  this  dial  can  be  a  dowel  rod, 
or  preferably  a  smaller  diameter  rod  (so  the 
shadow  is  narrower).  I  used  Vu-inch  brass, 
glued  into  n  hole  and  topped  with  a  safety  cap 
that  is  also  an  Indian  design.  These  are  identi¬ 
fied  in  the  sketches.  The  brass  rod  and  holly 
ornament  are  varnished  to  reduce  corrosion  of 
the  one  and  dirtying  of  the  other. 

All  that  remains  now  is  to  raise  the  dial  to 
the  proper  angle.  This  can  be  done  in  a  variety 
of  ways.  The  simplest  is  to  provide  two  wedg¬ 


es,  as  I  did.  An  elaborate  device,  particularly 
suitable  if  the  user  is  likely  to  move  a  consid¬ 
erable  distance  north  or  south  and  so  needs  an 
adjustable  dial,  is  to  piano-hinge  a  second 
board  of  the  same  size  along  the  bottom  and 
put  two  brass  window-adjusting  fittings  on  the 
ends.  Thus  the  angle  can  be  set  as  required. 

To  figure  the  proper  angle*  look  up  your 
latitude  in  an  atlas  (New  York  City  is  about 
40i/-2  degrees  north*  for  example),  and  subtract 
this  from  90  degrees.  This  gives  the  proper 
angle  for  the  wedges,  or  the  face  angle  of  the 
dial. 

I  finished  the  dial  with  an  oil  finish  like  that 
used  on  ship  decks;  any  marine  outfitter  has 
one  brand  or  another  (mine  was  Watco  Oil 
Finish).  This  gives  a  surface  sheen  and  fills  the 
pores  with  a  plastic,  yet  is  not  a  surface  coat 
like  varnish*  which  tends  to  build  up,  scale  and 
the  like,  as  well  as  having  too  much  gloss.  The 
surface  can  be  reoiled  as  necessary  or,  if  teak, 
can  simply  be  allowed  to  weather  to  its  natural 
pleasant  gray.  It  wTill  not  erode,  rot  or  encour¬ 
age  insects,  as  most  domestic  woods  do. 

This  dial  must  be  set  on  a  level  surface, 
absolutely  horizontal,  and  oriented  so  the  gno¬ 
mon  points  true  north  (not  magnetic  north).  It 
can  be  set  si  ightly  off  true  north  to  compensate 
for  constant  longitudinal  errors,  if  any*  Inter¬ 
national  time  is  based  on  oue-hour  change  for 
each  15  degrees  of  longitude  east  or  west  of 
Greenwich!  England.  Thus,  Philadelphia,  on 
the  seventy-fifth  meridian,  is  five  hours  later 
than  Greenwich,  and  is  the  theoretical  center 
of  the  Eastern  Time  Zone  of  the  United 
States.  New  York  City,  however,  is  at  74 
degrees  west,  or  I  degree  east  of  the  standard 
meridian,  so  the  sun  reaches  there  four  min¬ 
utes  before  it  does  Philadelphia.  (Portland, 
Maine,  is  4  45‘  east,  so  is  19  minutes  earlier 
than  EST  in  apparent  sun  tune.)  This  is  a 
constant  error,  so  a  sundial  can  be  turned 
slightly  clockwise  to  compensate  for  it.  If  the 
difference  were  plus,  the  rotation  would  have 
to  be  counterclockwise.  (San  Francisco,  for 
example,  is  2  Vi  degrees  west  of  the  one- 
hundred-twentieth  Meridian,  so  sun  time  is 
ten  minutes  later  than  standard  time.)  To 
figure  your  longitudinal  correction,  look  up 
your  longitude  and  the  standard  time  meridian 
that  applies  in  an  atlas. 

Ltfft- — This  dial  is  iJgstRntd  In  tel  at  an  angle  with  the  horizontal 
($00  icxt).  so  has  equEl  du  bious.  Design  mo! if*  me  taken  from  Zum 
and  Nuvnjo  sources*  depicting  the  aur  and  various  other  element** 
ft  is  1-m.  teak,  12  X  13  m.(  and  sul  t>«  tonic  angled  supports.  This 
dutl,  hko  the  other  two,  has  aluminum  ancle  for  back  bcticinft  and 
to  provide  a  mclltod  of  ntlcchmeiU. 
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32  Selected  Sundial  Mottoes 
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More  familiar  dials  are  not  tilted  like  this 
one,  but  have  the  dial  horizontal  or  vertical. 
There  are  also  types  which  have  a  ring  dial 
with  a  central  rod  for  gnomon  or  are  pillars 
with  an  arm  at  the  top  as  a  gnomons  some  have 
adjustable  gnomons  to  match  the  date  and  so 
on.  But  let's  keep  it  simple. 

The  familiar  present-day  sundial  is  a  circle 
or  square  set  honzontally  and  has  a  triangular 


gnomon.  Many  are  inaccurate,  because  they 
are  made  in  one  latitude  and  used  in  another. 
Others  have  thick  gnomons,  so  the  edge  cast 
ing  a  shadow  adds  on  minutes  in  the  day.  Two 
methods  of  laying  out  horizontal  dials  are 
sketched.  Either  can  be  used  for  a  rectangular 
or  a  circular  dial  simply  by  drawing  the  de¬ 
sired  shape  outside  the  calculated  Mfan,T  and 
extending  the  rays  to  meet  it.  Ray  angles, 
gnomon  upper  edge  and  orientation  of  the  dial 
are  the  key  elements— you  can  do  almost 
anything  you  want  to  do  with  the  rest  of  it 

There's  another  way,  still,  of  making  a  dial 
that  is  very  easy.  Simply  make  a  proper 
gnomon  and  set  it  on  a  sheet  of  paper.  Pick  a 
sunny  day  and  set  the  whole  thing  up  where 
you  want  it.  and  draw  in  the  shadows  each 
hour  as  determined  by  your  watch.  You 
should,  however,  take  into  account  the  equa¬ 
tion  of  time  for  the  day  you  selected — and 
remember  about  longitude  and  Daylight  Sav¬ 
ing,  Drawing  the  dial  automatically  corrects 
for  longitude  error,  if  your  watch  is  dependa* 
ble,  and  insures  that  the  dial  will  be  right  at 
least  once  a  year. 

Design  of  the  typical  dial  starts  with  design 
of  the  gnomon.  Decide  how  long  you  want  it  to 
be.  (The  dial  will  probably  end  up  almost 
twice  as  big.)  Look  up  your  latitude  in  an  atlas 
and  draw  that  angle  from  the  baseline.  If  the 
gnomon  is  to  be  metal,  you'll  want  to  add  some 
on  the  bottom  to  go  in  a  slot,  or  to  be  bent  over 
to  a  right  angle  for  fastening.  The  area  inside 
the  triangle  can  have  any  decoration  your 
heart  desires — as  long  as  you  don't  disturb  the 
angle  or  the  top  edge,  which,  in  theory,  is 
aligned  with  the  axis  of  the  Earth  when  the 
dial  is  oriented. 

Because  the  instructions  for  graphing  the 
dial  are  complex  and  step-by-step,  I  hove 
lettered  them  next  to  the  adjacent  diagram. 
Note  that  the  angles  near  12  o'clock  are 
smaller  than  those  near  six:  if  yours  aren't, 
you've  made  a  mistake. 

If  you  want  quarter-hour  subdivisions,  you 
can  chart  them  by  the  same  method  you  used 
for  tile  hours,  or  simply  estimate  them.  It  is 
usually  inadvisable  to  extend  quarter-hour 
rays  all  the  way  to  the  center — even  hour  lines 
form  a  blob  there.  To  reduce  this  effect,  carve 
the  rays  shallow  at  the  center  and  deepen 
them  as  you  go  outward.  Rays  can  be  carved 
with  veiner  or  V-tool,  unless  the  wood  tends  to 
tear  on  the  countergrain  side.  Also,  it  is  advis¬ 
able  to  carve  in  at  least  two  passes,  so  the 
second  can  smooth  up  any  wiggles  in  the  first, 


either  in  width  or  depth.  Such  carving  is  best 
controlled  by  driving  the  tool  with  a  light 
mallet,  rather  than  by  hand  pressure. 

Before  you  carve  the  rays,  however,  decide 
on  what  decoration  you  want  Because  the  sun 
is  down  at  least  ten  hours  in  most  latitudes, 
there's  little  point  in  having  rays  over  the 
lower  portion  of  the  dial.  So  the  whole  ray 
pattern  can  be  shifted  down  on  the  wood  and 
still  leave  room  for  a  motto  and/or  decoration. 
(A  list  of  thirty -two  mottoes  is  provided  here.) 
Designs  can  also  interrupt  some  rays,  if  you 
prefer,  or  go  around  the  edge  of  the  dial  itself. 
Mottoes  can  be  simple  block  lettering,  without 
serifs,  and  cut  with  the  veiner  as  the  rays  are, 
or  made  more  elaborate.  Carving  technique 
for  the  designs  can  vary  as  well,  although  it  is 
advisable  to  keep  in  mind  that  deep  carving 
will  multiply  the  number  of  pockets  where 
water  can  collect  and  cause  possible  trouble. 
(This  is  one  virtue  of  a  sloping  dial.  Even  a 
droplet  on  a  surface  will  catch  the  sun’s  rays 
and  be  converted  into  a  miniature  burning 
glass  on  occasion.)  I  elected  to  carve  in  shallow 
bas-relief,  mostly  with  the  knife  and  under  V* 
inch  deep.  Apparent  depth  can  be  increased 
by  antiquing  the  surface  after  carving,  with 
one  coat  of  the  finish  to  prevent  end -grain 
soaking,  followed  by  a  coat  of  a  darker  stain 
(like  walnut  on  teak)  which  is  wiped  lightly  off 
the  surfaces  and  left  to  dry  in  the  carved  areas. 
This  will  happen  with  weathering  anyway,  but 
the  carving  will  look  better  initially  if  it  is 
antiqued. 

If  you  want  designs  other  than  those  I 
selected,  they  can  be  found  in  books  on  my¬ 
thology  or  Indians,  or  in  popular  books  on 
astronomy,  for  example.  Or  you  can  use  a 
coat-of-arms.  or  n  design  which  relates  to  the 
motto  you  select. 

The  horizontal  dials,  like  the  angled  one, 
should  be  reinforced  with  aluminum  T-bar  or 
angle,  glued  and  screwed  on  the  back.  This 
also  provides  a  way  of  locking  the  dial  to  the 
supporting  surface  in  case  you're  concerned 
about  pilferage  and  playfulness*  The  rein¬ 
forcement  can  be  grouted  onto  the  base  or 
drilled  for  fastening.  Also,  carve  into  one  edge 
the  latitude  for  which  the  dial  was  designed. 
Finishing  is  simply  a  matter  of  applying  one  or 
two  more  coats  of  the  oil  or  varnish.  If  varnish 
is  used,  the  lop  coat  should  be  a  marine  gloss: 
the  less  glossy  varnishes  do  not  stand  up 
nearly  so  well  in  the  weather. 

If  you  are  more  ambitious,  or  more  precise, 
you  can  find  plans  for  much  more  accur¬ 
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ate — and  complicated — sundials,  but  they 
tend  not  to  be  as  attractive  or  familiar  to  most 
people.  Plans  have  appeared  for  such  dials 
occasionally  in  magazines  like  Sky  and  Tele¬ 
scope  and  Popular  Science  Monthly.  Some 
incorporate  adjustable  dials  and  gnomons, 
curved  lines  to  accommodate  the  Equation  of 
Time;  some  show  seasons  and  other  phenome¬ 
na,  or  time  at  other  points  around  the  world. 
For  any  of  these,  however,  you  must  start  by 
knowing  the  date,  and  some  must  be  adjusted 
every  few  days,  so  metal  will  stand  the  wear 
better — meaning  your  carving  will  be  a  pat¬ 
tern. 

Vertical  sundials  can  also  be  placed  on 
garage  doors,  walls,  or  a  pillar.  It  is  easiest  to 
set  up  the  gnomon  (angle  in  this  case  is  90 
degrees  minus  the  latitude)  in  place,  and  es¬ 
tablish  the  hour  rays  as  their  shadows  are 
projected  by  the  sun,  preferably  on  a  day 
when  the  Equation  of  Time  has  minimal  ef¬ 
fect:  April  16,  June  16,  Sept.  I,  or  Dee.  25. 
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^  How  Much  Detail  Is  Necessary? 

Animals,  Faces  and  a  Temple  Provide  Examples 


Any  design  can  be  executed  simply  or  with 
complicated  detail — and  anywhere  in  be¬ 
tween.  An  accomplished  carver  can  do  amaz¬ 
ing  things  to  a  poor  blank,  and  a  poor  carver 
can  ruin  the  best.  These  pieces  are  a  series  of 
cases  in  point.  They  can  be  simple,  or  as 
complex  as  you  want  them. 

Consider  the  climbing  bear  and  monkey  at 
lower  right  in  the  sketches.  These  animals 
utilize  an  old  principle,  namely  that  opposed 
and  slanted  holes  will  cramp  a  cord,  so  that, 
when  coupled  with  a  whiff  Jetree,  the  parallel 
cords  can  be  pulled  alternately — the  same 
motion  as  hand -milking  a  cow — and  cause  the 
animal  to  climb  the  ropes.  When  one  cord  is 
pulled,  the  animal  will  slide  his  paw  up  the 


other  loosely  held  cord  The  only  necessity  is 
to  have  a  rigid  arm  design  so  the  cords  can  be 
kept  separated  by  a  distance  roughly  equal  to 
the  length  of  the  whiffletree.  Holes  through 
the  forepaws  are  at  an  angle  to  the  vertical,  as 
sketched,  and  allow  the  cord  to  slide  freely 
through  them.  The  cord  is  usually  Vs-inch 
cotton  like  that  used  in  Venetian  blinds,  and 
length  of  the  cords  can  be  whatever  the  user 
wants;  a  carver  friend  produced  a  monkey  that 
climbed  a  flagpole  to  release  the  furled  admit- 
aTs  pennant  at  his  yacht  dub!  Releasing  the 
strain  on  the  cords  allows  the  animal  to  slide 
back  down,  and  it  can  be  stopped  at  any  point 
simply  by  putting  a  little  stress  on  the  cords. 

The  basic  silhouette  can  be  sawed  from 


Fur  left — Monkey  find 
hear  climb  equally  well, 
hut  crmirAH  jftnrply  in 
detail,  Above — Air  in  Siv 
lute  requires  snow-block 
detailing  tu  irIoo 

entrance?,  but  only  the 
vital  nosey  for  facial  fea¬ 
tures.  Detailing  the  ruff 
is  optional,  but  would 
detract  from  the  noses. 
Lef  t— American  cento  u  r 
hit*  inurb  hair  detail  w 
fetlocks,  flfid  rrilrtrgwJ 
leg  jutnU  for 
emphiiF.it, —  hut  no  decor- 
itfinm  on  unticr. 
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BOX  -  Mdya  Design 


RtCOMBtNT  LION  -  Roi*ujood 


monkey  A  Bear  cord  cumbers 


ALLIGATOR 


Cross  flid ’faction 


Side  View  AUDT  &4tUT£ 


yftC  Support 


j  ; 

-+T- 


Wkiffictrrc  (*Tde#fJ 

Corff+o 


5i*!e  Vi«w 


ROOF  COMB  H’Tlifck 


TO  P  ^  th  Pattern 


1  Vincht  Jl.  j-inch  or  1-ineh  wood,  depending 
upon  the  degree  of  modeling  intended  Carv¬ 
ing  can  be  merely  chamfering  and  V- grooves, 
as  in  the  walnut  monkey  shown;  fairly  high 
relief,  as  in  the  bear;  or  even  in- the -round — in 
which  case  the  lower  legs  can  project  forward. 
It  is  also  possible  to  make  articulated  figures 
like  an  alligator  by  making  the  tail  in 
diamond -shaped  sections  split  and  glued  to 
canvas  hinges  or  strung  on  a  cord  like  heads 
but  separated  slightly  by  gluing  or  knots. 
There  is  nothing  special  to  he  done  in  the 
carving,  except  to  maintain  a  balanced  figure. 

The  American  centaur  was  primarily  an 
exercise  in  carving  elaborate  fetlock  designs. 
The  concept  was  based  on  the  belief  of  the 
Plains  Indians  that  the  Spaniards  on  horse¬ 
back  were  part  of  their  horses.  Strangely, 
some  people  who  have  seen  my  carving  at  first 
see  only  a  rider  on  horseback:  the  fact  that  the 
horse  head  is  replaced  by  a  human  torso  comes 
to  them  only  with  a  second  look ! 

I  used  teak  for  the  figure,  laminating  two 
1-inch  boards;  the  human  portion  of  the  figure 
would  have  been  better  and  less  rigid  if  I'd 
either  reduced  the  size  or  added  another  lami¬ 
nation  so  the  arms  could  be  separated  from  the 
body.  Also,  both  arms  are  at  the  same 
height— greater  freedom  would  have  been  in¬ 
dicated  by  a  slight  difference  in  their  position. 


The  lance  is  a  separate  piece,  inserted  in  the 
hand  and  tipped  with  a  silver  head. 

The  haste  problem  in  carving  hair  is  to  keep 
it  from  looking  greasy  and  plastered.  This  can 
be  done  practically  in  wood  by  meticulous 
shaping  of  strands  either  in  curls  or  in  separate 
waves,  or  by  detailing  only  a  mane  or  a  ruff  or 
a  tail  tip,  as  in  the  recumbent  lion  (photo  on 
page  52),  II  is  difficult  if  not  impossible  to 
showH  the  fine  distinctions  of  individual  hairs, 
of  course,  and  unnecessary  if  a  little  time  and 
effort  are  put  into  the  carving.  (See  Riemen- 
sehrt  eider’s  Holy  Magdelena,  page  186.)  The 
need  is  to  have  a  wood  which  does  not  have  loo 
prominent  a  grain,  so  that  lines  can  be  cut  in 
long  sweeping  curves  as  well  as  in  tight  curls 
without  the  ever-present  danger  of  splitting. 

Another  problem  involving  hair  detailing  is 
the  Janus  figure.  This  was  carved  in  an  ash 
fork,  with  £*  practically  complete  head  on  each 
arm,  as  shown  in  old  Greek  figures  of  the  god. 
Janus,  whom  we  have  heard  of  primarily  as  a 
two-faced  and  thus  somewhat  dubious  charac¬ 
ter  who  gave  his  name  to  January,  actually 


Lett— Janus,  in  ash  I61  .Hn  high  (without  matching  oak  pot  on 
lop),  ha*  slytiird  lair  and  t^ard,  bill  flows  into  natural  tuw. 


Corner—' ' 'Woman  with  Jnr;‘f  by  S.  Bulknwskt  has  smooth  skin  bill 
tcxturixl  and  pleated  drtrss.  “‘Peasant  Wooum,”  by  0.  Koretov.  in 
contrast  is  merely  basic  shapes,  with  Kouge  scallops.  Bulk  arc 
RttiUt um.  Right — Stag  pierced  pattern  in  hone  has  more  detail  item 
my  slag  in  hnlly  below  rt.  Mine  is  then;  to  accent  ihr  '’waterfall 
and  scene-  created  hy  the  water -sTninod  fir  ply  behind  it 
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was  the  keeper  of  doors  and  the  doors  of  his 
temple  were  thrown  open  when  a  Greek  city 
went  to  war — thus  he  was  a  quite  heroic 
figure.  In  this  design t  his  hair  and  beard  were 
both  a  mass  of  curls,  so  several  sizes  of  round 
gouges  and  a  small  firmer  were  the  principal 
tools  Curls  were  drawn  as  I  went  to  suit  the 
irregularities  of  the  trunk,  and  of  course  the 
overall  shape  and  faces  were  almost  finished 
before  the  curls  were  begun.  In  effect,  they’re 
low  relief  on  an  in-the-round  figure.  Finish 
was  a  dull  varnish  for  sealing,  followed  by 
waxing. 

My  wife,  who  on  occasion  finds  our  home 
jammed  with  carvings,  decided  to  put  this  one 
to  use  as  a  planter,  so  I  added  an  oak  flowerpot 
headdress  in  suitable  design.  The  oak  was 
three  sections  laminated  together,  which  expe¬ 
dited  the  hollowing,  but  it  was  slightly  checked 
so  has  cracked  through  on  one  side  since. 
However,  it  was  lined  with  heavy  plastic,  so 
it's  still  in  use.  (The  cracking,  by  the  way,  was 
probably  a  result  of  internal  stresses  from  the 
clamping  during  gluing,  rather  than  from 
moisture.) 

The  two  Eskimos  emerging  from  their  igloos 
is  in  white  pine,  from  a  piece  I  found  among 
the  cabinetmaker’s  scraps.  The  design  was 
made  to  fit  a  %-rounri  section  of  a  3-inch 
cylinder.  Carving  the  two  heads  so  the  noses 
just  touch  in  the  classic  Aleut  salute  was  a  bit 
of  a  problem,  requiring  a  narrow  knife  with  a 
long  point. 

May  an  architects  had  a  rather  distinctive 
temple  and  pyramid  design,  placing  the  tem¬ 
ple  atop  a  pyramid  in  most  cases  and  topping  it 
with  a  high  roof  "comb,1’  I  combined  several 
such  designs  in  the  jewel  box  sketched  and 
pictured,  utilizing  the  cornice  element  from 
Tulum,  Quintana  Rod,  Mex.,  which  has  a  face 
at  each  corner  with  the  nose  projecting.  (A 
similar  design  is  used  on  one  temple  at  Tikal. 
in  Guatemala,)  The  face  is  very  conventional¬ 
ized  and  run  through  by  parallel  horizontal 
bands,  so  it  provides  plenty  of  scope,  particu¬ 
larly  in  rosewood!  The  box  top  is  provided 
with  a  roof  comb  like  those  at  Tikah  Guate¬ 
mala — really  a  shallow  and  tall  temple.  It  is  a 
separate  piece,  screwed  to  the  one-piece  top. 
The  body  of  the  jewel  box  is  one  piece, 
hollowed  out,  but  would  save  wood  if  built  up: 
this,  however,  tends  to  cause  problems  in  the 
exact  matching  of  the  miter.  Much  of  the 
carving  was  done  with  small  chisels,  but  some 
details  were  whittled,  and  no  sanding  whatev¬ 
er  was  done,  so  the  gloss  and  color  of  the  wood 
would  show  through  the  wax. 


Top— Mayan  ttm- 
plt-  jo-wol  b*>*  rri 
ftnewood  reties  ort 
del  ml  m  design,  as 
docs  the  Spanish 
cntfinial  chpvt  hHnu 
it  (tht-  tultrr  is  in  a 
TttxllrHG  ti  f  ierre^ . 
imtKHutti).  Both  will 
hv  viewed  cknely 
nrurl  hmxJh'd. 


Detail  is  always  a  matter  of  debate  as  well  as 
of  skill  and  time.  You  will  see  frequent  men¬ 
tions  of  it  in  this  book  (particularly  in  subse¬ 
quent  chapters)  in  connection  with  such  ques¬ 
tions  as  the  proper  amount  of  detail  in  bird 
feathering,  animal -hide  texturing,  wrinkles  in 
human  faces,  veins  and  tendons  in  animal  legs, 
suggestion  of  color  contrasts,  eye  irises,  and  a 
host  of  other  areas.  The  skilled  sculptor  and 
the  abstract  artist  both  tend  to  avoid  detail; 
the  tyro  and  the  meticulous  copyist  tend  to 
overdo  it.  The  need  is  to  arrive  at  a  happy 
medium,  including  only  the  detail  essential  to 
the  composition.  Thus,  a  portrait  of  an  Arab 
stallion  without  veins  and  tendons  tends  to 
change  his  personality — just  as  the  head  of  an 
aged  man  or  woman  without  wrinkles  defeats 
its  intention.  On  the  other  hand,  if  a  design  is 
being  carved,  the  detail  of  the  design  must  be 
faithfully  executed,  or  the  design  becomes 
blurred  and  loses  force — witness  the  Mayan 
temple.  The  necessity  for  design  detail  on 
occasion  will  conflict  with  textural  representa- 
tion  also,  as  for  example,  in  cross-hatching  an 
area  to  make  it  look  darker  if  the  area  already 
carries  a  number  of  lines.  Sometimes,  one 
must  be  sacrificed  for  the  other,  but  which  to 
sacrifice  is  a  matter  of  experience  and  of  trial 
and  error. 


^  A  Face  Can  Be  Your  Fortune: 


How  to  Carve  the  Features 

Poets  have  sung  about  the  female  face  For  a 
thousand  years — ’and  carvers  have  made  a 
mess  of  it  for  at  least  as  long*  The  face  has 
been  called  the  mirror  of  the  mind,  the  bill¬ 
board  of  the  brain.  Obviously,  the  face  of  a 
carved  figure  is  by  far  the  most  important 
single  element;  it  can  do  more  to  identify  the 
carvingt  to  convey  mood,  condition,  race  and 
age  than  any  other  single  element.  Yet  it  is 
frequently  the  crudest  part  of  the  carving, 
largely  because  the  carver  has  not  spent  the 
necessary  number  of  hours  learning  to  carve 
faces,  to  know  the  ratios  between  the  various 
parts,  to  see  how  they  vary  with  individuals. 
This  is  an  interesting  phenomenon,  consider¬ 
ing  how  much  of  our  time  is  spent  looking  at 
faces,  our  own  as  well  as  others. 

Bclc’^  -  Four  of  >jk  heads  on  the  pul|ul  tn  the  SV^h/insdoin.  Vi«mi 
im,  snmrwhiU  unusual 'm  tiMiiitenl  for  ilifcninrifli  oi  ihu  church, 
Thry  nro  liFosizcd  fmd  wen?  carved  in  IS  10  ClodWW  from  top 
t*fr  Augustine,  Ambrusiusu  Hieronymus  and  Oregory  Center — A 
mcwkun  Polish  figure  m  ook  by  M.  Lednick*  Sxvtyi,  Butaw 
n^hl< — Ft  male  ligure  in  Freivh  oak  by  Ossip  Zndkin*.  ifcowmg  hi* 
chen&cU-rtslic  "inverted4'  «ylc  AO  three  are  about  life  site. 


Of  the  features,  the  most  important  are  the 
eyes.  On  a  caricature  or  small  formal  carving, 
the  eyes  are  often  small  slashes,  centered  with 
spots  of  paint,  and  the  nose  a  small  or  gro¬ 
tesque  hump.  That's  allowable  on  caricatures, 
even  expected,  but  a  formal  carving  is  some¬ 
thing  else  again.  As  a  matter  of  cold  fact,  faces 
are  difficult:  They  can,  and  perhaps  should, 
take  as  much  time  to  carve  as  the  rest  of  the 
figure.  Most  of  my  early  heads  had  a  Slavic 
look  regardless  of  who  they  were  supposed  to 
be,  simply  because  I  was  afraid  to  take  off  the 
needed  chips  to  make  a  thinner  visage  around 
the  cheekbones  and  temples*  After  carving 
heads  of  all  kinds,  ages  and  races,  in  all  kinds 
of  poses,  I  have  finally  gotten  the  nerve  and 
skill  enough  to  make  a  passable  face,  1  still 
enviously  and  grimly  admire  carvers  who  do 
portrait  heads,  and  do  them  well,  particularly 
of  children,  who  have  almost  no  lines  or  sharp 
features  and  whose  identity  is  frequently  Sig¬ 
naled  by  a  fleeting  expression,  hard  to  capture 
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in  wood“or  in  paint  either,  for  that  mat¬ 
ter— unless  one  has  a  particular  gift. 

I  said  £ido  them  weir'  in  the  preceding 
paragraph  for  a  reason.  Too  many  otherwise 
good  carvings  are  marred  by  clumsy  work  on 
the  head.  Too  many  carvers  think  that  a  thin, 
long  face,  with  prominent  nose  and  a  wart  on 
one  side,  is  a  good  portrait  of  Lincoln.  Or  that  a 
full-faced  youthful  figure,  with  a  shock  of  hair 
and  seated  in  a  rocker,  is  a  portrait  of  John 
Kennedy.  Most  of  these  are  not  portraits,  but 
caricatures,  relying  on  an  easily  caricatured 
face  to  get  by. 

Faces  are  highly  individual,  and  must  be 
studied  and  proportioned  at  least  as  carefully 
as  the  arms  and  legs,  or  the  pose  of  the  body. 
In  this  panel  1  have  repeated  some  of  the 
sketches  in  Whittling  and  Woodcarving  and 
Design  and  Figure  Carving  of  forty  years  ago: 
they’re  still  applicable  and  help  to  comprise  a 
coherent  panel  for  teaching  this  particular 
subject.  Further  to  repeat,  here  are  the  basic 
characteristics  of  the  head:  It  is  oval  in  shape 


Above  felt— "Tht?  Carol  SiflgufK*'  by  K  Tclwfrdt,  Pernod.  Note  the 
different  mouth  openings  end  eye  positions.  Center  A  Mr 
donna  from  CfiBiamiwrgdii;  note  the  slightly  Oriental  eyev,  the  full 
face  and  strong  eyebrow-to-nose  line*:  compare-  (be  oyes  of  the 
Mother  willi  thwssr  uf  Chilli  Kirill— Two  more  (ores  from  the 
Siaph*ji£dom.  Vienna,  Note  details  of  the  Christ  in  ngwiy 
Atx/vc — Details  from  R  choir  stall  by  Giuliani  in  tile  Collegiate 
Church  of  thr  Holy  Cross,  Bitden.  Gertnony.  Giuliani  wns  a 
(mi£ht  sculptor,  nriginnhy  a  choirboy - 


or,  more  properly,  like  an  inverted  egg.  The 
eyes  are  in  the  middle,  and  each  is  one  fifth 
the  width  of  the  head  at  its  widest  part.  The 
eyes  are  just  under  an  eye  width  apart.  The 
face  is  the  lower  three  quarters  of  the  head, 
with  the  nose  a  quarter  of  the  head  height,  or  a 
third  of  the  face  height  and  centered  on  the 
face.  The  mouth  is  IV2  eyes  wide,  and  a  third 
of  the  distance  from  nose  tip  to  chin.  Ears  are 
as  long  as  the  nose,  in  line  with  it,  and  just 
back  of  the  center  of  the  head. 

These  proportions  are  only  for  reference,  of 
course.  Jimmy  Durante  has  a  large  and  out¬ 
standing  nose.  Lincoln  had  a  longer  than  nor¬ 
mal  nose.  Various  movie  stars  have  oversize 
eyes,  “heavies’1  have  larger  than  normal 
brows,  “villains11  have  hair  low  on  their  fore- 
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Kthntc  fpws  —  I  m.kle  Srn  off*luind 
suggestion  for  fl  "very  diffcrcm"  cor 
jiIor  rawf  in  full  v«ktr  nnc>  was 
avked  to  curve  it  Skolche*  rtf  ili!*- 
Imctrvy  child  faceM  we/e  extremely 
difficult  for  ana.  Thu  children  hut!  to 
he  between  ei^lH  urui  sixteen,  two  of 
Cdch  SC*,  mid  difimffcly  identifiable 
by  race.  A  number  of  eluifi££s  were 
m/jd^  from  the  rnogh  sketch  ffnr 
right]  to  the  final,  then,  in  the  carving 
itself*  which  is  shout  IS  x  22  in. 
bkrnhb-  tlflf  cftUtloft  rirej.  Prinrnvrns 
(blond  mnho^nny '  I  in-  Ihurk  wav 
used.  This  permitted  ilmiiine  the 
taackg round  in  mahogany.  live  Chi¬ 
nese  boy  yellow.  I  he  N ffjro  ht>y  .< 
very  dark  brown.  :imJ  ihr  Itidinn  Kiel 
A  coppery  red.  with  their  hnir  black. 
A  little  while  pigment  wtr^  i  uWh?<1 
info  ihe  white  girl's  Incr*  and  her  hntr 
is  a  bright  red.  Note  liiur-t#*iiinng 
vaiBtioiK  iiad  nti(ural--wwdH:otf>r 
background  ht'himl  Isces 


heads,  widows  have  peaks.  Those  variations 
are  what  make  an  individual  distinguishable 
from  the  herd.  But  it's  easier  to  make  a 
portrait — even  a  caricature — when  you  have 
memorued  the  basics. 

For  a  face  which  is  just  a  face,  not  an 
individual*  there  are  a  number  of  simplifica¬ 
tions  and  conventions.  I've  tried  to  sketch  a 
number  of  them  here.  The  simplest  nose, 
familiar  on  caricatures  and  tiny  carvings,  is 
simply  nn  elongated  pyramid,  but  on  formal 
carvings  of  any  size  it  is  of  proper  shape 
complete  with  nostrils.  It  should  also  reflect 
the  racial  and  family  characteristics  of  the 
individual*  the  high-bridged,  thin  nose  of  the 
Indian,  the  bulging  nose  of  the  boxer,  the 


hooked  nose  of  the  Semite,  the  Roman  nose  of 
the  patrician,  the  flattened  and  wide  nose  of 
the  Central  African,  or  the  tip-tilted  small  and 
flat  nose  of  the  Chinese.  Children's  noses  are 
short  and  more  inclined  to  pertness  than  those 
of  adults.  Women  tend  to  have  smaller,  more 
delicate  noses  than  men.  Older  people  get 
larger  and  more  bulbous  noses  or  more 
pinched  ones.  Families  tend  to  have  a  charac¬ 
teristic  nose  shape  and  eye  spacing;  note  how 
many  caricaturists  have  their  own  distinguish’ 
ing  noses  and  eyes  on  every  one  of  their 
caricatures. 

Ear  shape  and  position  are  likewise  impor¬ 
tant.  Clark  Gable's  ears  were  quite  distinctive; 
so  are  the  Devil's.  Ears  are  normally  as  long  as 


1- PROFILE 


Z-  FRONT  3- BACK 


A-  TOP 


5-  5AW  PROFILE  6-  5AW5IDE5,  FORM  N05£  7-  ROUND 


itarvc  a  Kffad  from  a  ltHfr3"iinit  blocfc  (js  outai  to  jtaps  Ife1\  having  outlinif  "touch  surface's  pf  Mock  at  At8.C  HE.  5dw  front  &  bath,  ai »rr 
5  Do  not  touch  hiqh  points,  Cut  a  way  wood  at  each  side  of  nose.  5  a  w  s<des  of  head,  as  rn  6.  Locate  eyes,  nwuth,  ears,  fieir  I  Foe  Et  w?und. 
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3"  American 
Indian 
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5' Chinese 
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RACIAL  PROFILES  (Ackpted  f™,  Malv,™  M™„)  MAJOR  LINESofaHtAO  MAJOR  PLANE  of  j  FACE 


SIMPLE  NOSES 


5tr^iqhT  Koman  Maya  Retrousse  Blunt  CatrcaW  German  Amennn  Austrian  Bah 

NOSE  PROFILES  SOME  EAR  CONVENTIONS 

be  two 


O/  d>  |  '<ms  4  ~  v  ■’w’5  i 

Owl  Incised  Oval  Mound  Mound  <§*1*15  Double  Lozenge  Shaped^?  Ift®  Winer  Outline  Centra!  ftdqe  Upper  Lid  Only 
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Sner  Lash  (Afnea)  Half  mounds  Winer  Iris  Round  Clown  Gouged  Iris  Hooded  Wis  [rn  Only 


fited  Blank  ^  Vfiner- line  In^  Ins  &  Lens  Iris  Glints  {fliqhlights)  Eye  ^fornfr  No  Cens  De+ailod  Ey® 
EYE  TECHNIQUES- Two  Fop  rows  simplified  types  Lswcrrow:  Eyes  wi+Ti  lids, comers, of c. 

Yrk  f 

[  I  '  ’  (  ’  '  Yf  '  Simple  tower  Upp^onl^  Format!  Full  Form 

BROW  CONVENTIONS  (Hay  add  a  ridqe  above  W)  MOUTH  CONVENTIONS 


the  nose,  in  line  with  it,  and  slightly  behind  the 
center  of  the  head  when  viewed  from  the  side. 
The  usual  ear  has  a  personal  senes  of  convolu¬ 
tions.  so  sculptors  normally  simplify  both  ear 
shape  and  inter nnl  structure,  I  have  sketched 
several  examples,  taken  from  carvings  of  vari¬ 
ous  countries. 

Most  distinctive  of  the  features  is  the  eye. 
Because  it  is  basically  a  pornted  oval,  and  the 
iris  is  a  matter  of  color  alone,  Greek  sculptors 
made  a  faithful  shape— and  a  sightless  eye.  It 
is  necessary  to  define  the  iris  in  some  way  if 
the  eye  is  to  appear  sighted,  and  every  sculp¬ 
tor  seems  to  develop  his  own  convention  for  it. 
The  simplest  depiction  is  a  circular  incision  on 
a  mound-shaped  oval.  (This  convention — as 
well  as  the  others — can  of  course  be  used  on 
carefully  formed  eyes  complete  with  lids  and 
corners.)  Or  the  eye  oval  can  simply  be  out¬ 
lined  with  a  veiner,  to  make  the  entire  shape 
evident  There  are  other  variants,  like  making 
the  eye  a  pair  of  lozenges,  or  showing  only  the 
upper  lid,  possibly  bringing  it  to  a  peak  to 
simulate  the  slightly  raised  iris  behind  it,  as  is 
done  in  some  Guatemalan  carvings  (page  139). 
The  Kenyans  on  occasion  carve  a  careful 
eyeball,  then  add  upper  lashes  rather  than  an 
iris.  Carvers  in  other  areas  represent  the  ins 
with  a  gouge  cut,  either  up  to  the  top  lid  or 
down  to  the  lower,  or  even  provide  an  eye¬ 
brow  and  an  iris  alone,  with  no  eye  shape  at 
all.  Providing  lids  is  of  course  an  added  prob¬ 
lem  and  may  tend  to  make  the  eyes  look 
hooded  and  sleepy.  It's  largely  a  matter  of 
choice:  what  you  prefer  end  can  best  execute. 
It  is  possible  to  do  a  very  detailed  and  anatom¬ 
ically  correct  eyeball  and  lids,  then  to  simulate 
an  ins  and  cut  it  out  so  the  eye  has  a  glint — a 
section  of  the  iris  remaining  to  reflect  fight 
while  the  areas  immediately  around  it  have 
been  cut  away.  I’ve  sketched  three  examples 
of  this;  I  prefer  the  hooked  shapes  to  the 
straight  (and  optically  more  correct)  triangle. 

Brows  am  also  be  interpreted  in  many 
ways.  Most  of  us  have  a  very  slight  brow  ridge 
that  looks  much  thicker  because  of  the  eye¬ 
brows  themselves.  And  our  eyebrows  stop 
before  the  nose  bridge,  which  is  a  gentle  slope. 
But  it  is  possible  to  accentuate  any  peculiarity 
here  by  carrying  the  brow  line  across,  bringing 
it  to  a  point,  or  even  cutting  it  back  with  a 
gouge.  To  frame  the  eyes  properly,  some 


experimenting  with  eyebrow  shape  is  helpful. 
But  it's  rather  hard  to  do;  when  you've  formed 
an  eyebrow.  there’s  no  way  to  change  it  unless 
you  re-do  the  nose,  and  possibly  the  entire 
face. 

The  mouth  also  offers  many  opportun¬ 
ities — and  many  pitfalls — for  the  carver  The 
"kiss-shaped11  mouth  of  the  valentine  and  the 
TV  ad  is  regrettably  uncommon;  most  of  us 
have  thinner  or  thicker,  and  less  well  shaped, 
lips.  The  black  races  often  have  thicker  lips, 
which  tends  to  push  the  mouth  out  on  the 
profile.  Oldsters  tend  to  lose  lip  shape,  or  at 
least  blur  it  with  wrinkles  or  sink  it  with  loss  of 
teeth,  so  the  rosebud  mouth  of  the  suckling 
child  rarely  lasts  in  the  adult — unless  done 
with  lip  rouge.  The  Egyptians  had  an  interest¬ 
ing  device:  They  put  a  narrow  bead  as  an 
outline  all  around  the  lips,  ft  accents  mouth 
shape  and  adds  distinction,  as  well  as  showing 
the  carver's  skill. 

Whether  or  not  to  show  teeth  and  tongue  is 
always  a  question,  Doll  makers  often  show 
both.  A  wide  grin  obviously  exposes  the  inner 
elements  of  the  mouth.  But  it  is  normal  to 
show  the  mouth  closed,  or  only  slightly  open, 
thus  avoiding  the  problem  of  carving  teeth  and 
making  them  look  real  rather  than  ^store- 
bought,1'  It  is  also  a  nicety  to  be  certain  of  the 
profile  relationship  of  the  lips  and  the  mouth. 
A  lovely  female  Nordic  face  tends  to  have  the 
upper  lip  protrude  slightly  over  the  lower, 
with  the  nose  tip,  lips  and  chin  point  forming  a 
receding  line.  But  full  lips  on  the  African 
change  this,  and  a  thin  upper  lip  on  the  Nordic 
male  is  quite  common — witness  my  profile 
taken  from  Malvina  Hoffman's  ethnic  studies. 

This  discussion  has  dealt  with  facial  delail 
rather  than  head  shape,  which  is  also  impor¬ 
tant  and  identifying.  The  carver’s  problem  is 
complicated  by  the  fact  that  the  hair,  on  head 
or  chtn,  must  be  allowed  for  in  the  blank,  so 
the  head  will  not  be  a  likeness  until  hair  lines, 
hair  shape  and  any  beard  or  moustache  shape 
are  detailed.  I  have  provided  sketches  show¬ 
ing  the  basic  Lines  of  the  head,  the  major 
planes  and  the  way  to  block  a  head  out  of  the 
particularly  proportioned  block.  These  sketch¬ 
es  can’t  be  laid  out  on  a  carving — except  for 
the  points  of  contact  in  the  female  head 
sketched — but  they  can  help  if  you  have  them 
firmly  fixed  in  your  mind’s  eye. 


A  Comparison  of  Faces  and  Figures 


Commercial  Examples  Show  Skill 

Faces  are  very  revealing,  not  only  on  people 
but  also  on  carvings.  They  can  be  simply  the 
usual  assemblage  of  features,  frozen  in  a  stony 
stare  or  a  perpetual  grin,  as  they  are  on  so 
many  caricatures,  or  they  can  express  a  mo¬ 
mentary  feeling  or  idea.  Whether  or  not  the 
face  adds  to  the  story  or  quality  of  a  body  is  a 
function  of  the  carver’s  skill,  A  famous  artist 
once  said  that  the  way  to  learn  to  do  faces  is  to 
do  a  thousand  faces— in  other  words,  they  take 
a  great  deal  of  study  and  practice. 

The  panel  is  a  series  of  examples  of  varied 
foreign  techniques*  all  taken  from  foreign 
carvings  bought  in  the  United  States.  The 
African  girl  I  found  at  a  flea  market  in  western 
New  York  Slate,  the  two  Ecuadorean  figures 
in  a  country  store  in  southern  Indiana,  the  Don 
Quixotes  in  a  New  York  shop  and  the  Bavari¬ 
an  man  in  Chicago.  Thus  they  re  all  commer¬ 
cial  carvings,  and  similar  ones  arc  available  to 
you  if  you  search  them  out.  Because  they  are 
commercial,  the  faces  are  probably  the  prod¬ 


uct  of  the  more  skilled  carvers  in  foreign 
"factories"  and  are  hence  good  examples  of 
technique — and  examples  by  carvers  who 
have  undoubtedly  done  their  thousand  faces* 
At  least  I  thought  so;  the  faces  were  the  major 
factor  in  my  decision  to  purchase  in  each  case, 
I  have  added  one  American  carving  which  also 
has  a  very  good  face — quizzical,  sleepy,  but 
not  fearful  at  "The  Noise  in  the  Night" 

The  African  girl’s  face  is  primitive  and 
unformed,  yet  is  very  definitely  that  of  a 
woman  and  of  a  black.  The  carver  used  the 
hair,  nose  and  lips  to  achieve  identification. 
The  Don  Quixote  faces  are,  by  comparison, 
precisely  formed  and  stylized.  Both  have  the 
identifying  moustache  and  beard,  the  long 
ascetic  face  and  doleful  eyes  (done  by  down¬ 
turning  the  outer  corners)  to  accentuate  his 
sadness.  Also,  both  are  tall,  thin  figures,  rigid, 
with  the  banded  armor  on  the  thighs  (greaves); 
they're  the  Don  without  a  doubt.  But  look  at 
the  variations:  The  shorter  figure  has  a  book 
instead  of  the  usual  weapons,  a  brimmed  hat, 
different  shoulder  protection.  And  techniques 


teft _ pmmtive  African  tarvuig  slmv.*  htnnd  faro  mid  figurc- 

Ltfl—Twcf  versions  cJ  Don  amlmsi  techniques,  but  imam 

xmnlar  result*  nnrf  assure  ktentifiCfttKW  ot  line?  subject. 

Below  — 'Ec u adore un.  earvin*  hiW  lace,  chunky  l^ure. 
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in  producing  a  similar  face  are  quite  different- 
The  smaller  figure  accents  the  eyes  by  deep- 
cut  hollows  above  and  below,  and  makes  the 
whole  face  an  elongated  triangle  with  over- 
long  nose.  The  larger  figure  has  a  largely 
stylized  face  also,  but  it  is  accented  by  bold 
gouge  channeling  strategically  placed. 

The  two  Ecuadorean  faces  offer  a  similar 
contrast  The  chunky  figure  has  a  convention 


a!  face,  with  sharp  vees  from  nose-to-mouth 
corners  and  spaced  gouged  S-shapes  to  denote 
the  beard  It  is  an  interesting  face  and  impels 
one  to  smile,  but  is  not  a  personalized  face  as 
much  as  a  caricature  The  bust,  however,  has  a 
completely  modeled  face,  with  subtle  stylizing 
of  the  moustache  and  brows.  The  ends  of  the 
moustache  are  turned  down  in  solid  ridges  to 
accent  the  recessed  mouth.  The  brows  are  a 
single  line  straight  across,  interrupted  only  by 
a  vertical  gouge  cut  over  the  nose.  The  face  is 
devoid  of  wrinkles,  yet  seems  intense  and 
brooding. 

As  would  be  expected,  the  Bavarian  man 
has  the  most  detailed  face  of  all.  It  is  meticu¬ 
lously  shaped,  particularly  the  moustache  and 
visible  hair?  but  the  face  planes  have  a  face 
texture  as  well,  left  by  a  finishing  flat  gouge. 
Also,  it  is  tinted,  but  not  painted,  so  the  grain 
of  the  wood  shows  through.  It  is  indisputably  a 
wood  carving,  but  there  is  nothing  wooden 
about  the  expression.  It  is  a  moving  and 
powerful  face;  you  feel  that  it  is  a  portrait  of  a 
living  person,  done  by  a  skilled  Friend.  Ober- 
ammergau  is  famous  for  turning  out  thousands 
of  faces  with  agonized  and  devout  expressions, 
the  result  of  several  centuries  of  making  reli¬ 
gious  carvings  *  but  also  produces  many  of 
normal  people — witness  this  one. 


Wl— "TV  Ni jkt  in  The  Night*  is  *  simple  curving,  but  hrm  excel¬ 
lent  facial  expression.  Below  right — Ecuadorecin  I  nr (  hfl*  umisual 
bctird  itytiting,  >9  much  simpler  hi  dKMip>  find  execution  iStnn  llw 
OVrummcrgau  bunt  (below  jefu. 
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0  Stylizing  Can  Strengthen  Figures: 

Some  Widely  Varied  Examples  Make  the  Point 


One  of  the  most  sophisticated  designs  1  have 
seen  in  several  years  I  encountered  in  Costa 
Rica — the  figure  of  a  pregnant  woman  by  a 
native  artist,  R.  Cueva,  It  is  carved  from  a 
block  of  cocobola  la/-i  x  4  x  Lfe  in.  and  is 
distinguished  by  simplicity  in  shape  and  lack 
of  detail,  ns  well  as  by  excellent  line  and 
sympathetic  understanding.  While  pregnancy 
is  often  called  the  high  spot  in  a  woman’s  life, 
most  figures  depicting  this  condition  leave 
something  to  be  desired. 

Not  so,  however,  in  this  case.  The  outline  of 
the  figure  is  smooth  and  softly  flowing,  and  the 
inevitable  thick  midriff  bulge  is  softened  by 
pierced  carving  which  at  the  same  time  depicts 
the  fetus  and  helps  to  create  a  design.  There  is 
no  detailing;  the  arms,  legs  and  face  are 
suggested.  Lines  of  one  part  of  the  figure  flow 
smoothly  into  another. 

Also  unusual  was  a  series  of  carvings  of 
Guatemalan  natives  in  costume,  produced  as  a 
series  of  uniformly  framed  plaques.  Guatema¬ 
lan  Indians,  descended  from  the  Maya,  have 
until  quite  recently  worn  distinctive  tribal 
dress.  It  was,  as  recently  as  1965,  possible  to 


distinguish  the  tribe  or  town  of  a  man  or 
woman  encountered  along  a  road  simply  by 
the  clothes.  Both  costume  design  and  basic 
colors  were  readily  separable  because  they 
were  the  products  of  local  foot  looms  and 
seamstresses.  Now,  as  in  so  many  other  coun¬ 
tries,  increasing  numbers  of  people,  particu¬ 
larly  the  men,  are  donning  nondescript  mass- 
produced  garments. 

Thus,  this  particular  series  of  carvings  has  in 
it  some  history  or  at  least  nostalgia.  The  carver 
used  mahogany  as  his  material;  it  is  plentiful 
and  easy  to  work.  Also,  its  natural  color  is  not 
too  far  off  the  basic  skin  tone  of  his  subjects.  It 
accepts  oil  colors  well  and  provides  an  excel¬ 
lent  finish. 

These  figures  are  about  12  inches  tall  (in  the 
case  of  a  standing  figure),  and  there  may  have 
been  as  many  as  twenty  in  the  series.  1  show 
three  of  the  most  colorful  here.  The  basic 
technique  was  to  saw  out  a  silhouette,  differ¬ 
ent  for  each  costume,  of  a  man  or  woman,  from 
or  iMs-inch  wood.  Carving  is  an  unusual 
combination  of  in-the-round  and  relief;  heads 
and  near  arms  (to  the  viewer)  being  carved 


Fur  &?ft— "Pregnant  Woflinn,"  by  JR,  Cum.  Ccwlft  »  Lclt— Doji 
Qimkoic.  original  carver  unknown.  Central  America.  Below  ami 
ritfic— 1 Three  of  0  scries  of  panels  by  R.  Gsspanco,  Guatemala, 
showing  from  left  to  rifihl,  n  Sola! a  man,  a  Palin  woman,  and  a 
Chichicftstenrii]£o  mpn.  Originals  m  color 
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in-the-roundj.  while  bodies  and  rear  arms  and 
legs  are  foreshortened  laterally.  This  does  not 
mean  that  the  entire  head  is  shown,  but  that 
the  visible  portion  is  fully  in-t he- round.  This 
permits  the  outer  half  of  the  head,  plus  a  bit,  to 
be  carved  in  proper  proportion,  with  the  nose 
carved  free.  Also,  the  near  arm  and  leg  may  be 
fully  free  of  the  background  and  properly 
rounded.  This  gives  the  body  a  great  deal  of 
veritability  and  life,  as  well  as  providing  inter¬ 
esting  shadow  effects  with  lateral  lighting. 

Major  lines  of  costumes  are  carved,  but 
none  of  the  decorative  detail.  Through  carving 
alone  one  would  be  hard  pressed  to  simulate 
the  colorfulness  of  the  typical  Guatemalan 
costume;  these  Indians,  like  the  Finns,  are  not 
afraid  to  use  bright  tones  in  immediate  con¬ 
junction,  So  the  carver  concentrated  on  pro¬ 
ducing  a  good  figure,  with  major  shadow- 
abating  outlines,  then  sanded  and  painted  his 
work  in  full  colors  with  oils.  However,  he  left 
the  natural  color  of  the  wood  for  skin  tones  and 
occasional  other  elements.  Then  he  mounted 
I  he  piece  on  a  white-enameled  background, 
with  natural-mahogany  shaped  frames.  Sever¬ 
al  such  panels  will  dominate  a  room  because  of 
their  color  and  size. 

Don  Quixote  is  a  favorite  subject  of  Central 
American  and  Mexican  carvers  as  well  as  of 
the  Spanish.  Thrs  particular  design  is,  how¬ 
ever,  more  stylized  than  most  (see  pages  98, 
108  and  131)  and  is  quite  effective  as  a 
standing  sculpture  as  much  as  5  feet  high.  The 


design  is  much  more  detailed  than  the  Costa 
Rican  woman — and  probably  not  nearly  as 
good  art — but  is  comparable  in  its  extreme 
stylizing.  It  can  be  made  flat- hacked,  as 
drawn,  or  fully  in-the-round.  However,  it 
should  not  be  contoured  or  brought  to  normal 
proportions;  its  narrowness  and  scalloped  arms 
and  legs  are  essential  to  its  effectiveness,  as 
are  the  severely  styled  face  and  feet.  The  right 
hand  can  carry  a  sword  (held  vertically)  of  a 
lance,  as  sketched;  in  normal  versions,  it  is 
made  separately  and  inserted  so  thinner  wood 
can  be  used  for  the  body  and  carving  is  less 
onerous. 

Figures  like  these  are  primarily  decorative 
in  concept  and  execution;  they  are  not  expect¬ 
ed  to  be  exactly  in  proportion  or  “to  the  life.” 
The  Guatemalan  figures  are  more  lifelike  than 
the  other  two,  but  are  somewhat  idealized  and 
required  less  design  skill.  They  help  to  illus¬ 
trate  that  stylizing  can  be  accomplished  at  any 
Level  of  carving  skill.  Also,  in  the  case  of 
commercial  carvers,  it  tremendously  reduces 
the  carving  time  and  simplifies  the  work  be¬ 
cause  a  smaller  selection  of  tools  is  required. 
The  scallops  on  Don  Quixote,  for  example,  are 
all  done  with  the  same  gouge,  and  lines  be¬ 
tween  are  simple  V-tool  cuts.  Also,  the  shield 
is  applied  later,  so  carving  of  the  armor  is  not 
hampered  by  it.  Note  also  that  the  eyeballs 
and  chin  crease  are  simply  veiner  lines,  as  are 
the  forehead  crease,  the  shield  decoration,  and 
the  foot  trim.  The  base  also  has  simple  gouge 
scallops. 
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tfa  Stylizing — Old  and  New: 

A  Study  in  Nonportraiture 


Two  cxiifc-mei  of  *ty  luring  are  exhibited  by  modern  ''Tribute  to 
Johann  Setewlian  Bach.'1  by  CN*ip  ZadkErte  fright)  and  Ihe  tradrtcorwii 
treatment  of  Lhc  twelve  apostles  by  Til  man  Riemei^hne«k’i ,  the 
pfrat  German  master  (.below).  The  apostle:*  nro  now  in  the*  Bavarian 
National  Museum.  Munich,  and  were  carved  *<boiit  1531  Xu  one 
can  say  he  w  the  apostle  looked,  so  ihry  are  identified  by  the  objects 
they  hold  often  symbolizing  the  manner  of  death,  Symbols  date 
b^ck  In  the  fourth  century  or  earlier,  and  hr  id  the  rich 

symbolism  utilized  in  all  Itliirjsieal  urh  Bdtrw,  left  u>  right— Judn* 
(iiuu»f y  in  hand),  Matthew  IhoK^rd  or  spearl  Peler  (keys  of  the 
Kingdom),  Philip  ftatl  o<«4  Barthofomnw  (book  and  flay  mg 
knda — he  was  skinned  alive).  Andrew  IX  cross— he  was  spn»d- 
cflElcd)-  Bottom,  left  to  right — Paul  (huldrng  ears!  Simon  Zekites 
~  ok  and  saw* — l^oWknO.  John  the  EwniK^lrii  lch*l»co — it  enn 
tHtnr  ‘  prdgon  which  did  not  harm  turn:  hes  shown  on  occasion 
with  a  cnukfmcL  bccntis*>  he  was  boiled  in  ertj  Jam**  the  Lesser 
(fullers  but—  hr  was  beaten  U  death),  ThOrtun  (carpenter^  sqtnurnl. 
Jjnies  thr  Grenier  '.pilgrim*^  §ofb.  vflen  shown  in  adibiiun  to  a  shell) 
Mt He  also  the  stylized  mbe  arrangements  and  variety  of  poses  Apos¬ 
tle  pludov  from  Hirmrt  Fotoarrlmj  Mundien, 
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^  Selected  Figures  from  Central  America: 

Native  Designs  Show  Strength — And  a  Difference 


Many  primitive  carvers  do  surpassingly 
powerful  work,  probably  because  they  are 
uninhibited  by  rules  or  competition,  and  are 
seeking  to  express  something  they  see.  Carv¬ 
ings  on  the  next  pages  arc  the  cream  (in  my 
opinion}  of  hundreds  I  saw  during  two  months 
in  Central  America,  plus  a  head  from  Fiji  and 
a  caballero  from  Mexico,  These  all  have 
strength  and  power;  the  others  didn't.  Costs  by 
our  standards  were,  of  course,  ridiculous:  Ten 
dollars  for  the  mask  (a  mask  in  mahogany  is 
about  $30X  $3.50  or  so  apiece  for  the  figures, 
S20  for  the  Honduran  cart,  $5  for  the  santos, 
$2  for  the  five  buttons,  only  75  cents  for  the 
Madonna  pendant. 


In  studying  the  group,  I  am  impressed  by 
the  accuracy  of  detail  conveyed  by  planes  and 
lines,  the  common  use  of  veiner  or  V-tool  for 
details  and  decoration,  the  excellent  faces  and 
expressions,  the  naturalness  of  poses,  the  lack 
of  rigidity  and  stiffness,  the  unsophisticated 
finish  in  most  instances, 

I  am  conscious,  also,  that  some  of  the  better 
selections  are  the  result  of  encouragement  and 
help.  For  example,  the  four  Guatemalan  fig¬ 
ures  in  the  first  panel  are  all  from  the  Mai  in 
Cooperative  in  the  mountains  of  Central  Gua¬ 
temala,  established  about  ten  years  ago  by 
priests.  They  brought  the  native  Indians  back 
to  their  Mayan  heritage  of  craftsmanship. 


Far  left  rmfl  left 
corner-  These  are  accu¬ 
rate  Indian  portraits  by  In¬ 
dian*.  particularly  the 

uooHcuttcr,  who  a 
very  fKiw*rfu(  iftett.  Sec¬ 
ond  left — Mask  1, fife  sired) 
of  Tecu- liman,  folk  hero 
who  fought  the  Spaniards. 
Nute  the  inosivr-  face  and 

the  veiner  trim  He  is  also 

shown  with  two  quetrnta 
(birds),  one  tin  enrb  side  of 
tiir  headdress  — Th* 
Mh donna  pendant  i*  iim 
pie,  fust  to  miikt'  and  very 
tvffc-clivo.  Below— Minia¬ 
ture?  masks  (actual  tizc)  in¬ 
tended  fur  uw-  os  jacket 

buttons. 
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MASK  of  TECU-UMAN- Guatemala 


(This  is  not  as  unusual  as  it  sounds.  Sprafling, 
an  American,  brought  silversmith  mg  back  to 
Tasco,  Mexico,  perhaps  forty  years  ago. 
It — and  the  adjacent  silver  mines — had  long 
been  moribund.)  It  is  difficult  to  appreciate 
how  much  ability  lies  fallow  for  want  of  incen 
tive  and  encouragement — look  at  the  senior 
Americans  who  in  recent  years  have  under¬ 
taken  one  craft  or  another  to  express  i  hem- 
selves.  and  done  work  far  beyond  what  either 
they  or  their  teachers  thought  they  were  capa¬ 
ble  of  doing.  Much  of  it  is  very  creditable, 
strong  and  original  work,  work  of  which  they 
can  be  proud. 

There  is  little  to  say  about  the  details  of 
producing  duplicates  of  these  pieces.  Most  are 
self-explanatory.  I  have  drawn  front  and  side 
views  and  provided  detail  that  seemed  signifi- 


to  be  there,  as  I  was,  to  get  inspiration  from 
these  fane  native  artists. 

There  are  exceptions,  of  course.  The  but¬ 
tons,  for  example,  are  the  work  of  a  trained 
former  carver  of  masks  for  Indian  dances  who 
has  opened  a  shop  in  Chichieastenmigo,  Gua¬ 
temala,  high  in  the  mountains.  Few  fine  masks 
are  made  anymore;  most  are  hacked  out  to  be 
hawked  to  tourists  by  street  vendors.  The 
dances  that  required  them  are  now  rarely 
done,  and  even  tourists  buy  few — they  buy  few 
gaudy  machetes  and  sheaths  made  in  El  Sal¬ 
vador  and  brought  to  Chichi  because  so  many 
tourists  congregate  there.  Anyway,  the  mask 
maker  began  these  buttons  as  a  sort  of  memo¬ 
rial  to  his  art;  they  were  to  go  on  a  jacket 


Eclmv  Ml — Native  head  from  Fiji  is  ulso  stylized  m  heir  and 
■hftulrfert.  Fflf  Mi  find  helm*' — Hwtdurnn  figures  of  n  farm  tvnmnn 
and  on  Indian.  Tbr  inner  hu?  arrows,  quiver  nnd  bow  separately 
carved  and  added,  Bottom — Hondurpm  fanner  on  his  way  bo<TU’ 
with  cut  wood  Nett*  the  us**  nf  *  '"ruck"’  in  ftvuiil  in 

corvuig  iepv.  oversize  head,  sliff  pose 


cant.  And  T  checked  the  selections  themselves 
with  local  and  American  artists  who  happened 


Brkrtv — -Monk,  finished 
in  dull  bh*ck.  is  tdra  *lyl 
iJttM.  ns  is  the  Madonna 
urn!  Child  rn  xi  Lo  turn. 
Ho  be  however,  all  an* 
glr*.  whil**  is.  afl 
cun’ti. 
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second  panel  are  modern  and  show  something 
beyond  native  craft  and  design.  (The  Madon¬ 
na  may  be  blanked  on  a  lathe.)  So  does  the 
bent-kneed  monk,  the  caballero,  the  Costa 
Rican  banana  cart.  But  the  Honduran  figures 
and  the  Guatemalan  santo  are  very  simple  and 
untutored:  I  believe  the  carver  made  what  he 
saw  as  well  as  he  could  make  it.  The  Fiji  head 
and  the  banana  loader  are  obviously  made  by 
skilled  carvers,  but  they  retain  primitive 
strength  and  “differentness," 

All  of  these  carvings  except  the  Madonna 
and  Child  are  made  in  soft  wood,  like  our  pine. 
The  Madonna  is  in  a  hard  and  figured  wood, 
and  polished  to  a  high  gloss.  Some  are  stained 
or  tinted;  the  monk  and  the  santo  are  stained 
flat  black,  as  is  the  Mexican  Caballero — a 
rather  unusual  finishing  treatment  but  one 
that  makes  the  figures  stand  out  against  almost 
any  background.  While  the  Madonna  has  only 
face  planes,  the  others  have  detailed  faces. 


winch  he  has  never  gotten  around  to  having 
made.  So  he  sold  the  buttons  to  a  fellow 
woodcarver,  partly  because  I  singled  out  the 
pipes  (page  57)  in  an  obscure  corner  of  his 
shop  The  buttons  are  surprising  in  their  detail 
and  expression.  The  wood  should  have  been 
much  harder,  however,  to  stand  shank  strain 
and  abrasion  in  use. 

There  is  a  wide  variety  in  the  sophistication 
of  the  figures.  The  Madonna  pendant  in  the 
first  panel  and  the  Madonna  and  Child  of  the 


Below  teft  —  Cabalk-ro  fiflui  Mexico.  wilh  slightly  styliacd  firms  ami 
Noxt  to  him  is  o  more  rw*hxlie  Costn  Ricfm  figure  of  n  hmvifla 
louden  lorenfWB  arc  disproportionately  (<joR.  Bottom  Jr  ft — Forc- 
uhMreiwfl  figure  ni  a  snjnh  probably  adapted  htun  &  forma!  car i-- 
kfe.  Head  is  quite  fin*.  wpptr  arms  too  short-  Forearm*  can  be 
placed  in  i Luxe  positions:  ikJewnys  (expostulating):  palms  dawn 

palms  U{*  (begning).  Belaw  ri^ht— A  Skilian  cart  in  mum 
mure.  prOb-iWy  the  lineal  Ancestor  of  the  Rican  cOrt  f bottom), 

because  of  imnrigf.iiion.  Few  JullM/ed  ones  of  the  Intter  art-  now 
made,  but  many  miniatures.  Tins  one  ha*  dark-brown  ftfflin  on 
worn*  ftredS.  like  <he  wheel*  and  cart  body,  nnd  the  design  is  cat  in 
ivith  4  veinor  and  small  firmer  alter  staining  and  before  final 
varmshirtg- 
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%  An  Introduction  to  African  Figures: 


Few  Fetishes,  More  Figures,  as  Tourism  Takes  Its  Toll 


While  African  art  is  very  diverse,  it  is  also 
very  “different"’  to  our  western  eyes,  and 
many  Americans  simply  do  not  like  any  of  it. 
It  is  unlike  the  art  with  which  we  have  become 
familiar  in  our  homes  and  textbooks,  in  our  art 
courses.  Yet  it  is  very  important  to  the  carver, 
because  it  is  based  largely  on  wood,  it  is  widely 
varied,  is  extremely  strong  although  primitive 
and  has  styles  of  representation  that  differ 
totally  from  what  one  encounters  elsewhere. 

African  carvings  were  to  be  found  only  in  a 


few  museums  fifty  years  ago.  After  World  War 
I,  they  began  to  appear  in  the  United  States  in 
greater  number  in  the  possession  of  more 
adventuresome  travelers  and  for  the  collec¬ 
tions  of  a  limited  number  of  connoisseurs.  But 

The  nuish  end  list-  Ibc-dj*  aiKrttior  figures  below  are  tradilunaL  ibe 
others  much  more  modem.  Note  thv  foreshortened  legs  and  length¬ 
ened  nnn  of  trie  jpTC£ftjH11  woman  (lop  center)  til*)  tb*  ftrpatute 
neck  froR,  carved  from  the  solid*  <4  the  female  head  (top  riRhii  Hn 
earrings  en:  ivory,  inserted.  In  Ihe  pair  of  hual*  (lower  left),  the 
rifcile  li&\  touches  of  red  on  headpiece,  earrinefi  arid  chm,  Thu 
squinting  nun i  (bottom  center)  bns  nn  abnormally  large  head  end 
spindly  arms  as  well  as  *  teal  expression. 


14-1 


MALE  BU5T  (Ebony)  s'twjh 
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the  tremendous  increase  in  “safari"  travelers 
has  resulted  in  a  Hood  of  pieces  coming  into 
the  country,  their  adoption  as  a  fad  or  style  by 
interior  decorators  and  their  promotion  as  an 
“m”  thing. 

It  should  be  understood  that  by  "African 
art"  1  do  not  mean  the  art  of  all  Africa,  bet 
from  the  area  south  of  the  Sahara:  Egypt* 


Morocco  and  Libya  are  not  sources  of  impor¬ 
tant  wood  carvings  these  days.  We  have  be¬ 
come  most  familiar  with  pieces  from  the  areas 


TTi o  two  left-hand  groups  may  be  Mokonde,  bn  ore  possibly  at- 
tempts  in  the  sty  lit  by  jatKuhnr  tribe,  Thu  Grotesque  either  utilize* 
the  growth  wood  for  a  lighter  background.  or  is  ptunivd  iprolxibly 
with  polish}  to  attain  this  effect  The  mask  is  R  double  One, 
wilh  h'jnittn  riptn  Hulking  I  hr  bier*.  Thr  nmk  comrsMs 

colors  sharply,  probably  wiLli  the  aid  of  shoe  polish,  U  ie  *> 
Irriditioaal  fis;ufr.  Note  the  grotesque  faces  of  the  couple,  as  con- 
i  rusted  with  the  portrmt  ftsoe  of  rite  mother  wilh  l»er  children. 
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black,  but  sornc  in  ibt?  caTlocliOii  ■»«*  not  ebony,  but  n  ligtilor  wood 
blackened  urith  time  polish. 

most  frequently  visited  on  the  east  end  wesl 
coasts T  and  very  little  with  that  of  the  interior 
of  the  dark  continent.  Yet  wood  sculptures 
have  been  made  by  many  tribes  for  hundreds 
of  years  in  highly  developed  forms.  Styles 
vary  as  much  as  they  do  in  the  various  coun¬ 
tries  of  Europe,  or  in  those  of  Asia.  These 
carvings  were  created  by  village  carvers, 
working  with  crude  tools  and  uneducated  in 
our  sense  of  the  word,  but  they  are  powerful 
and  tell  a  story.  Most  pieces  were  not  decora¬ 
tive  in  intent:  they  were  used  in  religious  and 
mystic  rites.  They  were  fetishes  rather  than 
idols  or  images  of  gods;  they  were  believed  to 
be  dwelling  places  for  spirits — of  the  earth,  the 
natural  forces,  ancestors,  living  people  who 
are  revered  or  singled  out  for  some  feat  or 


because  of  position.  They  were  fed.  talked  to, 
praised,  blamed:  were  part  and  parcel  of  the 
initiation  ceremonies  into  puberty,  most  im¬ 
portant  in  tribal  life  for  both  boys  and  girls,  as 
well  as  less- important  events  like  seasonal 
rites  and  ceremonial  funerals.  They  were  an 
essential  part  of  family  life,  rather  than  a 
separate  religion.  Jn  most  tribes,  propitiation 
was  made  to  the  tree  from  which  the  wood  was 
cut,  and  the  cylindrical  form  of  the  tree  or  limb 
was  preserved  in  order  to  retain  ifs  strength 
and  spirit.  Most  were  nof  ebony  in  the  old 
days;  the  switch  to  ebony  has  come  with  the 
flood  of  money-bearing  tourists  and  their  obvi¬ 
ous  preference  for  that  wood  as  having  more 
value. 

Because  of  the  cylindrical  form,  arms  were 
usually  carved  dose  to  the  body,  with  the 
hands  touching  the  abdomen  for  reinforce¬ 
ment  However,  the  arms  were  often  dispro 
proportioned,  angular,  and  gave  an  impression 
that  the  muscles  were  being  tensed  prior  to 
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movement — a  very  dramatic  effect  that  we 
seldom  get  The  figures  were  also  symmetrical 
and  fully  developed  from  all  sides.  The  head 
might  be  enlarged  and  arms  and  legs  fore¬ 
shortened  to  create  a  phallic  symbol*  just  as 
genitals  and  navels  were  often  emphasized; 
fertility  is  a  prime  element  in  tnbal  life.  Facial 
expression  and  precise  dimensions  were  con¬ 
sidered  unimportant;  the  figure  was  not  in¬ 
tended  to  be  a  picture*  but  the  abode  of  a 
spirit.  Thus  the  face  may  have  animal  charac¬ 
teristics  in  ears*  horns,  mouth  and  nose,  and 
may  carry  “tattoos’1  (really  symbols) — all  for 
significance  rather  than  realism.  This  also 
holds  true  for  clothing,  if  any,  color,  headdress 
and  like  elements.  Almost  nothing  was  done  in 
the  way  of  decoration. 

Note  that  I  have  used  the  past  tense  in  this 
discussion.  Much  has  been  changed  in  recent 
years  because  of  tourism.  Most  of  the  figures 
pictured  here  are  simply  portraits  of  people, 
influenced  by  Western  art,  training  and  mon¬ 
ey.  The  most  visited  areas  have  switched  to 
ebony  (or  other  woods*  shoe-polished  to  look 
like  ebony),  smaller  pieces— whatever  will 
sell.  Wood  is  still,  as  it  has  always  been,  the 
principal  material  for  sculpture;  only  a  few 
communities  work  ivory,  clay,  stone,  mud, 
bronze  and  brass.  Human  figures  are  most 
frequently  depicted:  animals  were  until  re¬ 
cently  placed  on  cups*  bowls  and  other  utilitar¬ 
ian  objects  and  on  masks.  The  seated  figure 
was  most  uncommon,  as  was  an  assembled 
figure,  except  for  appendages  like  symbols  of 
other  materials.  And*  in  most  tribes,  the  carver 
was  not  a  tradesman,  but  a  member  of  a 
privileged  guild  connected  with  the  priest¬ 
hood,  if  not  a  part  of  it. 

It  is  predictable  that  African  woodcarvings 
will  be  quite  commonplace  in  the  immediate 
future,  particularly  those  of  animals  in  small 
sizes,  since  they  are  being  imported  and  sold 
at  souvenir  prices  by  the  various  outdoor 
jungles  set  up  in  the  United  States.  Practically 
all  of  these  are  “factory”  products,  turned  out 
by  the  hundreds,  but  there  are  occasional 
better  figures  among  them.  A  number  of  those 
sketched  I  found  in  Lion  Country,  near  Los 
Angeles,  which  has  an  unusual  shop,  operated 
by  a  South  African,  that  imports  better  quality 
work — at  higher  prices,  of  course. 

In  some  respects,  the  carving  of  figures 
similar  to  these  should  be  instructive  to  Amer¬ 


ican  whit  tiers,  because  they  preserve  the  tra¬ 
dition  of  one-piece  work,  have  a  basic  simplici¬ 
ty  and  lack  of  ornate  pretension,  and  can  be 
produced  with  relatively  few  tools.  Because 
many  are  primitive  in  design,  small  errors  and 
disproportion  will  neither  be  important  nor 
apparent.  They  should*  however*  be  made  in 
woods  hard  enough  to  take  the  detail  and  to 
provide  a  good  finish.  Thus  they  tend  to  be 
projects  for  chisels  rather  than  the  knife  alone. 
Hair  is  commonly  shown  with  gouge  lines,  for 
example*  either  as  lines  or  scallops.  Less  well- 
known  figures*  like  the  Makonde*  are  particu¬ 
larly  interesting,  with  their  attenuated  forms 
and  swarming  groupings*  They’ll  provide 
plenty  of  practice  in  producing  figures  and 
faces. 


By  Wav  of  Comparison 

These  Jour  American  curving*  uiilijt  tiu-  form 
the  wood  as  African  carvings  do.  *mJ  two  utr 
the  growth  wood  culm  contra**  well.  The  bust 
nt  right  U  by  Rick  Coin,  the  one  below  and  |1h- 
nude  with  it  prv  by  Michael  DeNifce.  both  at  the 
1373  New  Jersey  Show  of  the  ftWCA.  mid  tbn 
nude  at  lower  right  is  by  George  Clark,  nt  the 
ClBfemennC  Cntilormn  ^hnw  nl  the  NWCA  *he 
-kmtoc  veiu.  The  latter  figure-  is  in  CuMfornin  iron- 
wood.  an  extremely  fund  v/txirf.  «tnd  utilires  the 
toUd  shape  of  the  fragment.  Rick  Cum  hn*  curved 
his  bust  lo  follow  the  bend  of  (he  wood  as  well. 
Michael  DoMikos  figures  have  an  African 
to  go  with  their  dark  enjor— note  the  hour  of  the 
nude  in  particular  The  nudes  lire  nhtiui  2  ft.  mU 
iculptuir*  are  taller)  and  the  top  bust  about  1 
ft. 
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^  Small  Figures  from  the  Alps: 

From  Switzerland  and  Germany 


Like  many  other  members  of  the  Whittiers' 
Wander jahr  1973  trip  to  Europe,  I  bought 
carvings — in  Holland,  Switzerland,  Germany. 
I  bought  perhaps  a  dozen  human  figures,  all 
small,  and  as  many  animals,  also  small  (see 
page  66).  They  ranged  from  the  traditional  to 
the  modern  in  both  design  and  technique. 
Most  of  the  pieces  were  of  linden  (basswood), 
some  tinted,  some  not.  but  I  did  get  two  small 
angels  in  pear,  a  Pied  Piper  and  grape  pickers 
in  lime. 

Human  figures  sketched  and  pictured  here 
include  the  two  Magi  and  the  Christus  from 
the  shop  of  Hans  Huggler-Wyss  in  Brienz, 
Switzerland,  most  of  the  others  from  various 
shops  in  Oberammergau.  Germany.  Most  are 
familiar  subjects,  although  the  angel  duet. 


Christos  and  wood  carver  ere  new  to  me.  Inci¬ 
dentally,  while  the  Christ  child  appears  in 
nativity  scenes  from  many  countries,  the  adult 
Christ  is  almost  never  pictured  except  as  an 
element  for  church  installation.  The  wood- 
carver  is  only  the  second  piece  I  have  ever 
seen  in  the  round,  of  a  woodcarver  plying  his 
art,  the  other  being  a  familiar  squatting  figure 
from  China — -executed  in  clay!  Simplest  of  the 
figures  is  probably  the  dwarf  musician,  a 
caricature,  with  the  expected  oversize  nose, 


Par  left — Twc  Mufti  from  Brienx  (the  third  it  a  knee-ling  elderly 
hftujrV  Below  center — At&u  from  Bnrnz,  l line  ChrisLu*  is  unusual; 
detatfo  of  fare  And  hards  are  not  curved.  Lower  left—' Traditional 
Oherainmcf^ou  crucifixion  s-cerie,  made  of  chips  in  a  turned  case. 
Watchman  and  dwarf  musician  are  newer  desiftiu.  Below  /mother 
rased  miniature,  a  gnlleon  carved  about  1963  by  Alex  von  Elm  of 
U nteramiwre&u  for  his  wife.  Angd  duel,  in  oak,  is  quite  modem, 
ha*  simple  flowing  line*,  no  defined  feature* 
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eyes  largely  hollows  between  prominent  brow 
and  cheeks,  and  beard  so  crude  it  looks  like  a 
fake.  Yet  the  figure  has  a  certain  power  that  a 
tyro  doesn’t  obtain. 

The  night  watchman  is  a  more  active  pose 
and  very  detailed  despite  its  small  size.  It  is 
one  piece,  except  for  the  staff,  and  has  a 
well-detailed  face  and  clothing  creases.  Even 
the  fingers  are  defined.  Disproportion  here 
could  rum  the  figure,  because  it  is  not  a 
caricature.  The  two  Magi  are  not  as  simple  as 
they  appear  to  be  either  *  because  their  faces 
and  hands  are  well-defined,  as  are  the  folds  of 
their  robes,  which  looks  heavy  and  rich.  Some 
of  the  effect  is  obtained  by  transparent  color- 
ing*  done  probably  with  the  German  sal- 
ammoniac-based  stains  (thinned  acrylics  will 
do  it,  too).  Scepters  are  separately  carved  and 
set  into  holes  in  the  hands,  except  for  the 
bottom  knobs,  which  are  carved  integrally. 
Colors  are:  wine  for  the  robe,  blue  for  the  cape 
and  crown  top  on  the  bearded  Magus,  black 
for  the  box  and  scepter,  gold  trim  Magus  No. 
2  has  a  light- blue  tunic,  black  hose,  yellow 
robe,  red  head  cloth  and  blue  cap  top,  again 
trimmed  with  gold. 

The  Christus  is  less  well  defined  than  the 
MagL  Hands  and  face  are  shaped,  but  fingers, 
eyes,  nose  and  mouth  are  not  detailed.  The 
face  is  a  rounded  surface  peaking  at  the  nose, 
with  hollows  for  eyes  and  mouth  areas.  The 
robe  is  also  simple  planes,  and  no  attempt  is 


Rifjbt — Pied  Piper  is  well- 
detailed  figure  from  Qherarn- 
mcrgflii.  dretsfd  in  Bavarian 
(■rather  thi\n  Worth  Gcnrmn) 
C<iR|ume,  He  is  in  lime,  t<'  per 
mit  del  nil,  mid  tinted.  Rats 
iirr  largely  head  end  body 
shape,  with  forelegs  suggest¬ 
ed,  (This  figure  is  the  httim  lor 
my  iBJgec  "Pied  Pipef  of  Mit 
tenwakl,  page  157.)  For 
riglil— Two  views  of  a  ^land¬ 
ing  woodearver.  one  of  the 
few  Pve  seen.  He  is  about 
twice  the  height  of  the  pie- 
rone,  and  well  detailed.  This 
piece  ia  Kim  ply  stained  to  give 
an  antique  effect.  Note  pre- 
cite  positioning  of  hfiiKh  end 
tools.  The  carver  a  making  a 
low  relief  deer  in  the  upright 
lofv — flfid  cum cn Uniting  on  the 
job, 


made  to  show  decoration  on  it  or  to  define  the 
hair.  Coloring  is  simple  also,  flesh  for  the  face 
and  hands,  dark  brown  for  the  hair,  light  tan 
for  the  robe.  This  is  another  example  of  the 
recent  trend  toward  impressionistic  figures, 
which  attain  their  effect  through  masses  and 
basic  shapes  rather  than  through  detail.  This  is 
hard  to  achieve,  but  worth  the  practice. 

The  two  small  angels  are  similarly  simple  in 
contour,  although  faces  and  fingers  are  de¬ 
fined.  They  are  much  more  rounded  than  the 
earlier  Oberammergau  angels,  and  have  inte¬ 
gral,  chubby  hands  rather  than  the  long,  sepa¬ 
rated  fingers  and  variety  of  hand  poses  that 
took  so  much  time  and  skill — and  proved  so 
fragile  that  export  packages  had  to  include 
spares.  (The  carver  whose  “factory”  made  the 
earlier  angels  told  me  that  they  took  too  long, 
hence  had  to  be  priced  too  high  for  successful 
marketing — inflation  again!) 

These  angels  have  an  overall  finish  of  low- 
gloss  medium -brown  stain,  probably  the  com¬ 
bination  sal-ammoniac  finish  now  being  used 
in  most  Oberammergau  shops  and  not  obtaina¬ 
ble  in  the  United  States,  ft  is  somewhat  similar 
to  our  oil  stains  containing  wax,  but  is  availa¬ 
ble  in  a  variety  of  colors,  not  just  various  wood 
tones.  It  is  a  one-coat  finish,  sealing  the  sur¬ 
face,  providing  a  desired  tint,  and  brushable  to 
a  low  gloss.  It  comes  in  about  twenty  tints  from 
transparent  through  yellow  to  red  and  brown 
and  black,  so  a  darker  color  can  be  applied 


151 


over  a  lighter  one,  then  wiped  lightly  for  an 
"antique"  effect.  It  was  designed  primarily  for 
oak — the  sal  ammoniac  reacted  with  the  tan¬ 
nin— but  is  much  more  widely  used  these 
days*  particularly  on  linden.  (The  commercial 
name  is  Wachsmetallsalz-Beize,  made  by 
Albert  Clouth  Lackfabrik,  Offenbach-am- 
Main,  West  Germany.  Many  years  ago,  by  the 
way,  the  most  carefully  guarded  secrets  in 
Oberammergau  were  those  having  to  do  with 
finishing.  Development  of  a  competing  craft 
area  in  the  Tyrol  followed  revelation  of  these 
secrets.) 

The  angel  duet  in  oak  is  deceptively 
simple — rather  like  a  lengthened  napkin 
ring — with  clean,  flowing  lines  and  almost  no 
definition  of  detail  It  looks  as  if  it  could  be 
made  of  1  fe-inch  pie  dough,  but  creates  a  very 
recognizable  picture  on  a  wall.  There  are  no 
hands  (which  should  appeal  to  many  carvers), 
no  body  definition  beyond  the  line  of  flow  of 
the  robes,  no  detailing  or  feathering  of  the 
long,  narrow  wings.  The  heads  are  almost  like 
stuffed  wigs— a  long-bob  coiffure  over  faces  no 
more  detailed  than  that  of  the  Chnstus.  Con¬ 
trasting  sharply  with  this  duet  are  the  grape 
pickers,  basically  correctly  proportioned  statu¬ 
ettes  (except  that  the  grapes  and  bunches  are 
big  enough  to  grace  a  travel  folder).  Figures 
are  traditional  in  treatment  but  poses  very 
dynamic.  All  features  are  detailed;  the  boy 


Bl’Icw- — Pifd  Piper  in  ivory,  nntr  more  traditional  costume.  Shnwn 
ttheu!  actual  gzv.  Willi  it  u  one  of  sever**!  siwrs  su/nn,  ala?  in 
ivory,  lire  emblem  cl  KvUwJiv.-Miimteiifi  cnstlo.  Ik-low  right — These 
grape  pickers,  in  Mine,  are  iraditicwiiil  German;  figures  Grapes  art 
ilightly  overside  to  nohu  them  irtEUxJ  suit;  children  have  winsome 
faces  characteristic  of  Bnvumri  curving. 


even  has  carved  toes.  Shadow  effects  are  so 
good  that  tinting  is  unnecessary. 

The  Pied  Piper  is  a  difficult  piece*  partly 
because  of  size  and  pose,  but  also  because  of 
the  slender  pipe  and  Ihe  hand  positions.  The 
mouth  is  pursed  over  the  pipe,  the  head  is 
tilted  and  thrust  forward,  the  legs  are  long, 
slender*  and  carefully  shaped  to  emphasize  his 
lightness  of  feet  and  his  tenseness.  This  one 
can  be  tinted  or  not,  but  mine  is  clad  in 
grayed-green  hose,  a  weathered- brown  cape,  a 
grayed-green  hat  with  black  band  and  brown 
feather  and  pink  shirt.  The  rats  are  largely 
heads  and  forequarters,  to  avoid  the  necessity 
of  carving  legs  I  suppose,  although  front  legs 
are  suggested.  He  should  be  easier  to  carve  in 
a  somewhat  larger  size.  Most  difficult  of  the 
pieces  is  the  woodcarver,  who  must  have 
hands  and  tools  in  a  natural  position*  as  well  as 
a  piece  being  carved.  The  carver’s  head  is 
cocked  in  an  attitude  of  proper  concentration, 
the  wrinkles  come  in  proper  places  and  the 
body  seems  to  be  tense  with  effort. 

1  believe  that  most  of  these  figures  are  still 
made  one  at  a  time,  partly  because  of  size, 
partly  because  of  complexity,  but  many  larger 
Oberammergau  figures  nowadays  are  sawed- 
out  blanks  which  are  roughed  wet  on  a  multi¬ 
spindle  profiler.  The  hand  carving  is  merely 
removal  of  the  final  Vs  inch  of  wood  and 
surface  effects  like  insertion  of  features  and 
wrinkles.  Costs  are  rising  there  as  elsewhere, 
and  old-time  carvers  deplore  the  accommoda¬ 
tions  that  have  had  to  be  made  for  the  tourist 
trade,  sadly  pointing  out  that  the  figures  look 
more  and  more  like  the  plastic  copies  of  some 
nowF  available. 
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MAGUS 


ctuusws 


nA6US*2  (Black) 


NIGHT 

WATCH 


PIED  PIPER 
of  HAMtL'N 


ANfitL 

DUET 


WOO&CARVER 


TWO  SMALL  ANCElS  DWU?F  MUSICIAN 


bavarian  grape  eor 


BAVARIAN  GRAPE  GIRL 


^  Carvings  Inspired  by  Folk  Tales: 

Three  Answers  to  “Where  Do  You  Get  Ideas ?” 


A  frequent  question  is,  “Where  do  you  get 
ideas  for  your  carvings?”  The  answer  is 
“Everywhere” — which  is  not  very  helpful. 
Newspapers,  magazines,  book  illustrations, 
paintings:  all  these  are  possible  sources.  An¬ 
other  is  folk  songs  and  stories,  because  they 
provide  slightly  romantic  and  different-from- 
1  if e  situations  and  personalities.  These  were 
the  origins  for  such  pieces  as  Janus  {page  124). 
the  Pied  Piper  of  Mitten  wald  (page  157)  and 
“The  Descent  from  Ararat1'  (page  72V  I  have 
seen  a  number  of  panels,  usually  tinted,  trans¬ 
lating  the  title  pages  ora  familiar  illustration 
from  children's  books  into  low  relief.  But  here 
are  three  rather  simple  in-the-round  exam¬ 
ples,  all  derived  from  familiar  folk  sources  and 
all  multiple  figures — at  least  in  a  sense. 

The  first  is  from  Edward  Lear's  familiar 
nonsense  poem:  “The  Owl  and  the  Pussy-cat 


went  to  sea/In  a  beautiful  pea-green  boat,/ 
They  took  some  honey,  and  plenty  of  money, 
/Wrapped  up  in  a  five-pound  note.  ...”  I  was 
thinking  of  the  jmgle  one  day,  and  trying  to 
remember  the  next  line,  when  the  idea  of  the 
■ 'pea-green  boat"  as  a  pea  pod,  with  its  passen¬ 
gers  as  peas,  struck  me.  It  was  immediately 
obvious  that  the  money  wrapped  in  a  five- 
pound  note  could  be  the  sail — made  as  we 
made  sails  when  I  was  a  child  by  spitting  a 
piece  of  stiff  paper  on  a  stick  for  our  shingle 
boats. 

I  had  a  mahogany  butt  4*Vtt  X  10r/2  x  6llz 
inches  long,  so  I  sketched  a  rough  design  on  it 
and  started  to  shape  the  piece,  which  is  really 
quite  simple.  Only  a  side  view  is  necessary, 
unless  you  want  the  verisimilitude  of  a 
sideward -curving  boat  to  more  nearly  match 
the  shape  of  a  pea  pod.  Such  a  boat  would  only 
sail  in  circles,  Fm  afraid,  but  it  adds  a  little 
more  nonsense  to  the  poem.  The  owl,  as 
captain,  sits  in  the  bow.  I  visualized  him  as 
slightly  conventionalized,  with  large  eyes  and 
the  usual  fixed  stare  created  by  the  feathers 
around  the  eyes.  Further,  I  made  his  head  a 
smaller  ball  atop  the  larger  “pea”  of  the  body. 
The  cat  was  designed  similarly,  but  while  the 
captain  faces  sternly  forward,  the  cat  has 
allowed  her  attention  to  wander  to  one  side. 
Also,  she  wears  a  bow  to  accentuate  her 
femininity.  (The  owl  might  well  have  worn  a 
captain’s  hat,  I  suppose,  to  accentuate  his 
command  and  his  masculinity,  but  I  didn't 
think  of  it  in  time.)  Both  animals  have  drilled 
holes  as  eyes,  to  give  them  darkness  and 
depth  The  third  pea  became  a  conventional 
pottery  honey  pot,  to  which  I  added  the  word 
“Honey”  and  a  questing  bee  on  top.  The 
five-pound  note  is  also  conventionalized,  be¬ 
cause  I  neither  had  one  for  reference  nor  did 
our  limited  references  picture  one — and  be¬ 
sides  this  story  happened  a  long  time  ago, 
when  the  pound  was  bigger. 

The  sea  around  the  boat  is  also  quite 
conventional:  rolling  waves,  with  a  split  bow 
wave.  I  had  placed  the  sail  at  an  angle  and  cut 

"The  Owl  »nd  the  Pussy  c*!11  in  mnhi'*£finy.  The  "pea-iyrccn  boar 
becomes  a  pea  pod,  the  figum  the  pert®,  with  lup  filllificm  Th*1 
honoy  ib  ft  I  to  a  pe>#- shaped  pol.  and  the  “lii/e-pcmnd  note’*  becomes 
the  child's  version  of  «  &mi|.  The  bp*  is  vefy  conventionalized,  as 
fire  the  owt  And  the  note. 
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off  the  block  at  the  same  angle  behind  it, 
because  I  had  no  elements  to  add  there,  but  it 
might  have  been  better  to  leave  the  block 
rectangular,  because  now  it  is  difficult  to  de¬ 
cide  how  to  pose  the  piece  for  display.  Also, 
the  cat  faces  one  way  and  the  sail  another,  so 
for  one-sided  conventional  viewing  it  might  be 
better  to  turn  the  cat  so  she  faces  the  opposite 
side,  or  at  least  forward,  as  the  owl  does.  In 
any  case,  the  sculpture  makes  an  interesting 
conversation  piece,  and  one  that  is  recognized 
almost  immediately  by  most  people. 

The  second  carving,  also  from  a  mahogany 
butt,  is  of  course  an  illustration  of  Aesop’s 
fable  of  “The  Tortoise  and  the  Hare,'*  1  saw 
one  done  by  a  Japanese  artist  in  soap  per¬ 
haps  forty  years  ago,  and  it  has  stuck  m  iny 
memory  I  made  it  in  a  3%  X  5  X  9T/4-inch 
piece  with  the  grain  running  lengthwise.  Both 
animals  are  quite  blacky  and  simple,  and 
could  be  made  even  more  so.  I'm  not  certain,, 
for  example  that  the  carapace  pattern  on  the 
turtle  is  necessary — and,  if  eliminated,  that 
would  save  some  nuisancy  carving.  After  all, 
what  else  looks  like  a  turtle,  either  from  the 
top  or  the  side?  The  hares  ears  are  exaggerat¬ 
ed  in  length  for  purposes  of  adding  "speed”  to 
the  design,  and  the  turtle’s  neck  is  out¬ 
stretched  for  the  same  reason.  These  exagger¬ 
ations  add  verve  and  motion  for  me. 

The  third  design  is  adapted  from  the  three 
monkeys  originally  carved  in  a  frieze  around  a 
stable  at  a  Japanese  temple  (see  page  SI), 
“See  no  evil;  hear  no  evil;  speak  no  evil.” 
(While  in  the  original,  the  monkeys  were 


Belem  -  “Tlw*  Tortoise  nod  the  Harr."  from  Aatfiji,  Vis  a  soap 
carving,  in  mahogany  The  tonp  carving  wftt  sbo*rn  in  nn>'  fiffflt 
txMjfc*  (Ill's  j  u  lurt  In  the  third,  i*rsth  no  di-fciiK  herewith  is  the 
partem.  Holes  betm.-uii  uiLirnnly  :ire  drilled,  then  shaped. 

Right  -"The  Three  Monkey*"  convened  to  a  sinf;!*?  head  with 
three  &cis  cl  forennm  and  hands,  In  «tppk>  wood,  ingmnUrd  on 
urninur. 


completely  separate  and  differently  posed  ani¬ 
mals  in  low  relief,  they  were  soon  seated  side 
by  side  in  the  round  to  make  the  familiar 
tourist  piece.)  A  sketch  that  appeared  in  The 
New  York  Times  one  day  suggested  to  me  the 
idea  that  the  three  monkeys  be  still  further 
combined  into  a  single  head  with  three  sets  of 
hands.  The  scale  for  the  hands  had  to  be 
reduced  a  little  in  order  to  show  any  of  the 
monkey’s  face.  Also,  animal  books  showed  me 
that  a  monkey's  hands  have  much  longer 
fingers  than  human  ones,  with  all  four  fingers 
almost  the  same  length  end  tipped  with  long 
pointed  nails,  l  had  a  piece  of  apple  wood,  well 
seasoned,  that  was  4  X  5%  X  51  inches  high, 
w  ith  the  grain  vertical.  This  was  adequate  for 
most  of  the  head — except  the  back — so  I 
mounted  the  finished  head  in  a  walnut  back 
panel  and  base.  (I  think  it  might  be  better 
without  the  back,  which  makes  the  assem¬ 
bly  look  like  a  backend,  even  though  I  sloped 
the  back  panel  slightly.)  The  monkey  head  is 
somewhat  conventionalized,  particularly  the 
fringe  of  hair  around  the  face. 

I  made  each  of  these  carvings  from  single- 
view  sketches  right  on  the  wood,  the  first  two 
being  side  views  and  the  piece  rough -sawed  to 
shape.  Tools  were  veiner,  small  f timers  and 
gouges,  with  a  mallet  Finish  was  flat  varnish 
and  wax. 


V  'i ./  • 
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%  The  Pied  Piper  of  Mittenwald: 

Panels  in  Tandem,  How  They  Grew 

A  sandwich  ivory  carving  I  found  in  Ehr- 
bach.  Germany  (page  66),  intrigued  me  so 
much  that  I  wanted  to  try  one — in  wood.  It  is 
essentially  three  thin  pierced  panels  (far  easier 
to  carve  than  one  deep  one)  placed  together  in 
a  case  so  they  look  like  one  deep  carving  from 
the  front,  AH  are  made  to  the  same  perspec¬ 
tive  and  are  designed  so  important  elements  in 
the  rear  panels  are  not  masked  by  those  in 
front. 

Rather  than  duplicate  the  deer  and  forest  of 
the  original  carving,  I  decided  to  make  the 
Pied  Piper  of  Hamel  in.  This  was  not  a  chance 
decision;  I  had  written  and  directed  this  old 
fairy  tale  as  a  play  for  children  in  1966,  and 
had  used  a  stage  set  representing  half  the  town 
square.  Because  our  stage  was  shallow,  we  had 
to  design  with  forced  perspective,  so  each  wing 
(or  side),  only  about  6  feet  wide,  was  painted 
to  look  like  the  buildings  of  half  a  city  block, 
and  the  cycloram  a  backdrop  had  two-story 
buildings,  with  each  story  only  about  5  feet 
high.  The  effect  was  startlingly  realistic,  even 
including  a  fountain  playing  in  center  stage. 

Further,  the  story  of  the  Pied  Piper  is  very 
interesting:  it  is  derh'ed  from  the  Children's 
Crusade  in  the  year  1212.  At  that  time,  chil¬ 
dren  of  Middle  Europe  spontaneously  fol¬ 
lowed  leaders — Nicolas  in  Germany,  Stephen 
in  France — who  were  also  children,  on  a  trek 
south  and  east*  with  the  avowed  intention  of 
rescuing  the  Holy  Land  from  the  Turks.  Many 
died  from  hunger  and  plague  on  the  way, 
many  were  enslaved  or  diverted  by  tribes 
along  the  way,  and  the  pathetic  remnants  were 
sold  into  slavery  in  Turkey  by  corrupt  Vene¬ 
tian  shipowners  who  contracted  to  deliver 
them  Tree”  to  Asiatic  shores.  The  crusade  was 
an  abysmal  failure*  but  it  was  perpetuated  in 
the  German  folk  tale  called  liDer  Rati anger 
von  Hameln"  first  set  on  paper  by  the  Broth¬ 
ers  Grimm,  This  tale  is  unusual  in  that  it 
specifically  dates  and  places  the  occur¬ 
rences — in  Hamelin,  Brunswick,  on  the  Weser 
River,  in  the  year  1284.  The  Ratcatcher  (our 
Piper)  appears  twice,  several  weeks  apart,  first 
in  "a  suit  of  many-colored  cloth",  second  on 
June  26  as  “a  huntsman  with  a  frightening 
face  and  a  strange  red  cap."  He  took  130 
children — all  those  over  four  years  old — 


The  Pu-d  Pij^r  dT  Hrurtelitf — in  thi*  *bl  Mitlt»nw«li,r  is  ittw*- 

accurate—  is  a  three  panel  curving  9  >  8J'i  m.  It  is  assem¬ 

bled  uf  n  series  of  separate  elements  and  finished  with  stain  and 
varnish 

through  the  East  Gate  of  the  town  into  ob¬ 
livion.  Two  came  back:  a  blind  child  who 
could  not  see  where  he  had  been,  and  a  mute 
who  Could  not  tel!  what  he  had  seen.  Robert 
Browning,  in  his  famous  poem,  repeated  the 
story,  but  substituted  a  lame  boy  for  the  other 
two,  reputedly  because  he  wrote  the  poem  for 
a  lame  boy.  Hr  also  added  another  element 
from  the  Children's  Crusade- — the  settlement 
of  some  of  the  children  in  Transylvania,  which 
was  on  the  route. 

I  had  bought  a  Piper  figure  in  Oberammer- 
gau  (page  151),  dressed  in  Bavarian  costume, 
and  I  liked  the  Alps  as  background.  Also  1  had 
transparencies  of  Alpine  views,  including  sev¬ 
eral  of  the  town  of  Mittenwald,  near  Oberam- 
mergau.  So  I  moved  the  site  from  northern  to 
southern  Germany,  and  got  a  better  back¬ 
ground.  I  projected  the  church  and  famed 
Goethe  Hhus,  at  the  end  of  the  main  street,  to 
proper  size  on  a  sheet  of  white  paper*  and 
sketched  them  in.  to  provide  a  back  panel. 
Size  was  selected  to  suit  a  h  >  9  X  12 -inch 
piece  of  “white  mahogany 11  (primavera  or 
blond  timba)  that  I  had.  From  another  trans¬ 
parency,  taken  at  90  degrees  from  the  first*  I 
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Left — The  tnangulur  side 
jVifirk  for  I  ho  viiinec  street 
fire  oEsomblerl  on  n  bfisp 
block,  which  is  one-  ol  a  scriuii 
depicting  f4ts  in  rnpiflly  di- 
m  inching  perspective  0  locks 
fuim  4i  street  «r  ramp,  w*lh  S 
fdunlum  in  I  Ik*  center.  The 
(op  of  (he  kiuntam  is  a  scrap 
of  jnlv-er.  a*  u  the  cress  ntep 
the  church. 

For  left— The  renr  panel  m  a 
composite  of  two  Mitlrnwold 
views,  one  ol  the  church  and 
Go*?t1u?  H=i  Hi  duwii  ilte  main 
street.  and  the  other  of  the 
Alps  90"  tCi  the  n^ht  The 
drawing  was  prwltned  fcy  pte- 
jeering  ilkles  on  paper  of  the 
proper  sire,  then  •kctchirig  in 
iriujor  oudirtes. 


added  Alps  behind  the  church.  Then,  on  an¬ 
other  sheet  of  paper,  I  projected  a  foreshort¬ 
ened  view  down  the  main  street,  and  sketched 
in  building  fronts  on  each  side.  When  the  two 
sketches  were  placed  one  over  the  other,  I 
found  that  I  would  have  to  move  the  building 
fronts  apart  on  the  middle  panel  so  the  church 
and  Goethe  Haus  could  be  seen  at  all,  thus 
widening  the  street  and  creating  somewhat  of 
a  stage  set, 

I  had  originally  intended  to  mount  the  three 
panels  in  a  tight  sandwich  in  a  shadow  box  and 
light  from  the  front  only,  but  it  was  obvious 
that  the  carving  was  going  to  be  too  big  to 
rotate  easily  and  the  light  would  be  obscured. 
Also,  sky  and  clouds  are  difficult  to  carve 
naturally,  so  f  decided  to  make  the  panels 
silhouettes,  with  the  tops  open.  Then  the 
center  panel  could  be  two  panels — one  on  each 
side,  and  1  could  “fake"  in  the  edges  of  two 
buildings  at  the  sides  of  my  front  panel  to 
frame  it  as  well- 

I  drew  the  Piper  8  inches  high,  almost  as  tall 
as  the  church,  with  attentive  rats  slightly 
oversized — iVa  inches  long — around  his  feet 
and  emerging  from  the  buildings  at  his  sides, 
and  added  the  cobblestones  of  a  street.  This 
was  also  to  be  in  white  mahogany,  a/-i  inch 
thick.  From  the  sketches,  it  appeared  that  the 
Piper  might  obscure  some  of  the  scene  behind 
him,  but  a  slight  movement  of  the  observers 
head  should  ciear  that  up.  To  help  it,  I  made 


the  center  “wings"  of  thicker  wood — l&/«-inch 
mahogany  cut  diagonally  across  the  corners  so 
the  panels  would  be  thick  at  their  outer  edges 
and  thin  at  the  center.  This  also  provided 
more  surface  on  which  to  carve  the  building 
fronts. 

But  when  I  set  the  roughed -out  panels  up, 
they  didn’t  look  right  so  closely  spaced.  For 
proper  effect,  the  two  wings  had  to  be  back 
about  3  Va  inches  from  the  front  one,  and  the 
back  panel  about  2  inches  behind  the  wings. 
Thus  I  needed  a  “street”  or  ramp  between 
them,  with  the  apparent  base  of  the  church 
somewhat  higher  than  the  street  at  the  Piper’s 
feet.  Perspective  again. 

There  were  a  number  of  minor  problems  as 
well.  Windows  in  the  Middle  Ages  had  little 
panes,  so  I  “mullioned"  the  larger  modern 
windows  with  little  V- grooves  to  suggest  tiny 
panes.  This  had  to  be  done  with  the  knife  to 
prevent  splitting  out  of  the  little  “panes"  be¬ 
tween,  and  dork  stain  in  the  grooves  made  the 
windows  stand  out  lighter — as  they  do  in 
actuality.  Also,  scale  was  too  small  for  much 
detail  around  doors  and  windows,  and  roof 
lines  and  balcony  lines  had  to  be  adjusted  by 
trial  and  error.  I  avoided  modern  store  signs 
and  house  numbers  and  considerably  simpli¬ 
fied  the  ornate  Baroque  decoration  of  the 
church.  Also,  the  back  of  the  Piper  and  rats 
had  to  be  cut  away,  so  the  rats  became  in-the- 
round  elements.  The  building  corners  at  the 
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fA  "  *_in.  wood  find  truintuiar  piJ|ni>  1  arming  the  center  "pane*" 
that  is  a  foresticrtoimd  view  nf  the  village  main  meet. 


sides  of  the  front  panels  also  had  to  be  made 
wedge-shaped  to  match  the  center  wings. 

The  real  job,  however,  was  adding  rats.  The 
wing  buildings,  only  about  3*;2  to  5  inches 
behind  the  Piper,  have  doors  roughly  I  inch 
high,  so  rats  emerging  from  them  had  to  be 
about  V«  inch  tong- — or  one  twelfth  the  size  of 
those  with  the  Piper f  I  scaled  rat  size  down 
very  rapidly  by  putting  them  in  serried 
rows— those  behind  the  Piper  only  1  inch  long 
(Panel  B).  Panel  C  has  a  front  row  of  %-tneh 
rats,  a  rear  row  of  %-ineh  ones*  Panel  D  has 
three  rows  of  roughly  J/4  inch  rats.  The  sixteen 
rats  in  Panel  B  are  detailed  and  individually 
posed;  the  twenty-seven  in  the  first  row  of 
Panel  C  are  shaped  but  mostly  in  the  same 
pose*  The  fifty-two  rats  in  the  rear  row  are 
little  more  than  elongated  potatoes  with  head 
bumps  added,  and  the  188  on  Panel  D  are  just 
round-ended  lumps.  Several  spots  on  each 
panel  were  left  higher  so  T  could  carve  a  sitting 
rat  with  his  head  above  the  crowd;  others  were 
varied  slightly  by  carving  them  with  nose  high 
or  low  in  random  order.  Rat  column  width  was 
also  tapered  at  the  sides  to  show  a  little 
14 street.”  Rats  on  Panels  E  and  F  are  really 
just  a  veiner  pattern,  with  street  showing  at 
the  sides  and  columns  entering  the  doors  at 


each  side.  The  1 7/»  inch  Panel  G  has  a  similar 
veiner  pattern  leading  out  to  the  sides  around 
the  fountain.  (The  fountain,  incidentally,  is 
actually  against  the  church  wall  in  Mitten- 
wafd;  I  moved  it  out  to  break  up  the  rat 
column,)  Ail  these  panels  were  made  from 
5/4-inch  mahogany  scraps;  thus  the  road  is 
really  a  series  of  bars  rather  than  one  block 
with  an  angular  top.  This  makes  carving  of  the 
rats  much  easier,  but  creates  the  need  to 
obscure  positive  lines  where  they  are  glued 
together  later.  I  found  it  possible  to  do  some  of 
this  by  drilling  a  hole  here  and  there  along 
joints  and  inserting  a  standing  rat  carved  on 
the  end  of  a  plug. 

Assembly  of  such  a  scene  must  be  visual.  If 
you  decide  to  make  one  of  your  own,  from 
different  “swipes,”  you  may  have  to  adjust 
height  of  rear  elements  to  make  the  scene  look 
right.  Tf  you  assemble  from  parts  as  I  did,  it  is 
easy  to  mask  the  sides  with  contour-shaped 
panels,  chamfered  or  fluted  on  top  to  make 
them  less  conspicuous. 

Use  of  the  white  mahogany  for  the  major 
panels  made  it  possible  to  tone  the  elements 
with  various  stains,  thereby  getting  more 
depth  and  realism  into  the  Piper,  church  and 
Alps,  Also,  a  darker  stain  helps  to  obscure  any 
variation  in  color  of  the  filler  blocks  that  make 
up  the  road,  and  “antiquing”  (dark  stain  fol¬ 
lowed  by  wiping  off  on  surfaces)  will  bring  up 
window  and  building  details.  Such  staining 
should  be  preceded  by  varnishing,  so  there  is 
less  variation  of  color  from  side  to  end 
grain — nnd  so  inadvertent  errors  can  be 
scratched  off  with  a  knife  tip.  When  the 
desired  color  is  obtained,  spray  varnishing  will 
hold  it 

The  Mittenwald  church  has  a  pole  topped 
by  a  ball — probably  a  lightning  rod.  I  pre¬ 
ferred  a  cross,  which  I  filed  from  flat  silver  and 
inserted,  I  also  filed  a  tiny  silver  ball  for  the 
top  of  the  fountain.  These  provide  accents 
when  they  catch  the  light,  just  as  the  gold 
wedding  ring  does  on  Og’s  head  (^Descent 
from  Ararat.”  page  72),  or  the  real  abalone 
shells  on  the  sea  otters  (pages  94  and  96). 
Glass  jewels  can  highlight  the  necktie  or 
watchfob  of  a  caricature,  the  holster  of  a 
cowboy  (page  111),  Silver  or  copper  wire 
highlights  carvings  of  horses  (page  91)  or 
dragons;  bits  of  chain  or  silver  plate  will 
highlight  accouterments.  After  alb  why  does  a 
bird  carver  use  glass  eyes?  Or  an  Indian  put 
jade  eyes  in  a  carved  jaguar?  Or  a  Maori  inlay 
paua  shell  in  eyes  of  his  gods  and  demons? 


Panels  from  Transparencies: 
Projecting  to  Scale  Provides  Easy  Patterns 

Captain  Richard  W.  Graumann  of  Folia, 

Mo,,  was  inspired  to  try  his  hand  at 
woodcarving  during  a  four-week  stay  in  Ober- 
ammergau.  He  projected  35mm  transparen¬ 
cies  to  the  desired  scale  to  get  elements  of  a 
scene,  as  I  did  for  the  Pied  Piper  (see  preced¬ 
ing  section).  He  says  that  it  “saves  time  and  is 
a  significant  aid  for  those  of  us  not  so  talented 
with  a  pencil.  I  have  also  carved  spires  and 
landmarks,  in  relief,  onto  small  wooden  plates. 

This  makes  a  pleasant  wall  arrangement.’* 

Captain  Graumann  did  these  two  elaborate 
low  reliefs  on  beech  wood.  At  left  is  a  9  X 
24-inch  scene*  in  Heidelberg,  Germany,  with 
the  Alte  Brueke  (Old  Bridge)  in  front  of  the 
Heihgegeist  Kirche  (Holy  Ghost  Church),  ft 
has  the  virtue  of  being  purely  geometric 
forms.  He  sketched  the  two  major  elements  on 
sheets  of  tracing  paper,  then  superimposed 
one  on  the  other  to  get  the  desired  composi¬ 
tion — which  doesn’t  exist  in  that  relationship 
in  Heidelberg.  Note  that  this  panel  retains  the 
original  wood  surface  for  a  border. 

The  top  panel,  16V2  x  26  inches,  is  the 
cheese  market  at  Alkmeer,  Holland,  Here 
three  separate  tracings  were  combined,  a 
cheese  sled,  men  carrying  a  cheese  sled,  and 
the  images  of  the  houses  Both  panels  are 
walnut- stained,  then  waxed.  (I  sent  Captain 
Graumann  a  photo  and  sketches  of  the  Pied 
Piper  scene,  and  he  reports  that  his  wife  imme¬ 
diately  decided  that  he  must  also  make  one 
like  it!) 
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The  Whimsies  of  Winnie  Baker: 

Silhouette  Panels  Need  No  Titles 


Winnie  (Mrs.  John)  R akcr,  Torrance.  CotifM  be£svn  carving  «1  twn 
mid  h  Iwtf  nr  three,  had  her  ttwn  knife  m  eight.  After  huf  twos,  *he 
dropped  carving,  lit  I9b?f  however,  she  siiirifrd  carving  once  more 
and  two  yCJSrs  later  whs  winning  ribbons  at  lairs  ami  *howsi  srounri 
Los  Angelos.  She  now  has  a  considerable  collection — rurally  bhtr 


Music  inns  ^ 
(1969),  tngflr  pine, 

1  ■/*  x  20  *  26  in. 
"Toreador’1  (1968), 
sugar  pi  ne.  I  x  1 7 
v  23  in.  "Pioneer 
Man  and  Woman" 
<1974),  pine  P1 1  - 
13  x  1 7  in,  "Lobsinf-- 
nmi)  '  19G7  rcriwr^id, 
1  Vi  X  IE  x  24  in. 


nhbrvm. 


’Pied  Piper,"  U97D 
hast.  wood.  PV*  x 
21'  . i  x  32 1  /  inc. 
“Sleeping  Old  Mini" 
ft  967),  stic^  piac- 
P m  x  |G  x  21  in. 
’'Lillie  Fisherman” 
(1973).  hmunvood,  la#i 
x  6  x  79*  in  ”D<K}k> 
worm"  (1974),  bass¬ 
wood,  2Vj  X  3  X 
I0b-i  in.  "Old  Woinnii 
in  (he  ShoiT  0973), 
basswood,  I  Vs  x 
27  Va  x  30  in 
"Hobo*1  f  1 969)  augur 
pine.  Pm  X  20  *  22 
in, 
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^  Variety  Characterizes  Michael  DeNike: 


He  Carves  Many  Materials 

srulptor,  woodcsrv^r  and  tenchcr  Michael  DcNifce  of 
WnyT^fp  N.J  ,  begun  0^  n  devoted  boy  whlfttEor  on  -i  Michigan  fonn. 
In  the  early  sixties.  he  gave  up  his  construction  business  to  devote 
full  lime  to  his  Art*  hi*  tench lng  and,  os  of  1974.  ill*  American 
Carving  S<h  -  I-  He  has  fttin  n  number  of  ftwaids  and  commissions, 
including  a  pin  t  i  luting  Albert  Payson  Terhmte  He  work*  in 
dnj%  stone,  plaster  and  metal.  but  prefers  wood-  These  pieces 
mtffcsl  the  wide  range  of  his  work  from  liny  birds  to  massive 


mural*.  The  36-in.  eagle  with  broken  chain  below  is  in  phi*,  with 
gold4eai#d  beak  and  clows  and  silvcrdcnfcd  <  Hnim  Under  it  is  a 
livery  sign.  22  x  IQ  Vs  m.  for  commercial  reproduction.  and  rwa 
sperm  whales,  both  whittled  of  pine,  the  upper  7  in.  long.  Ibe  lower 
1 3Vj  in.  On  the  fating  page  nrv  more  formal  sculptures  "Benedict 
tinn'“,  in  cherry.  21  in.  high:  “Lotus,"  in  black  wnlnui.  41  in.  high: 
nod  "Rijpunfoh"  in  peerwood.  16  in.  high.  Below  iheiri  “\Tew 
Life/'  a  mahogany  retwf,  IS  *  27  in..  and  ‘  Vming  St.  Francis1*  4 
x  6  ft,*  in  black  walnut. 
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%  Emil  Janel’s  “Little  People”: 

Why  and  How  He  Makes  Them 

Emil  Jane!  has  been  familiar  to  several 
generations  of  San  Franciscans  and  known  all 
over  the  country  for  almost  as  long;  he  is 
probably  America's  foremost  figure  sculptor, 
His  work  approaches  caricature*  but  isn’t 
quite;  it  approaches  portraiture,  but  goes  a  bit 
beyond  His  own  description  of  it,  “exaggerat¬ 
ed  realism,”  is  very  accurate.  He  says:  “Peo¬ 
ple,  particularly  Westerners*  !ike  a  little  'color1 
when  you  tell  a  story.  Tell  the  plain  truth  and 
nobody  listens  to  you;  tell  a  tall  tale  and  they 
listen  intently  to  every  detail — and  then  try  to 
outdo  youT* 

Every  one  of  his  figures  tells  a  slightly  tall 
story,  and  it  is  always  sensitive  and  a  bit 
whimsical.  His  figures  appear  to  have  laughed 
a  lot,  cried  a  little,  worked  and  played  hard, 
and  to  want  their  talk  and  their  music  loud  and 
gay.  He  carves  quite  ordinary  people,  almost 
always  male,  and  almost  always  lean  and 
lanky  as  he  himself  is.  Most  of  his  characters 
are,  in  fact,  reminiscent  of  him  (a  very  fre¬ 
quent  characteristic  of  caricature,  by  the  way, 
perhaps  because  of  the  necessity  for  the  carver 
to  mime  before  a  mirror  to  get  the  expressions 
he's  after). 

Bom  in  Orsa,  Sweden,  over  eighty  years 
ago,  Emil  wanted  to  be  an  artist,  and  was  even 
offered  a  scholarship  in  art  school,  but  his 
father  expected  him  to  be  a  woodsman  as  he 
was*  so  Emil— at  thirteen — and  his  brother 
went  into  the  forests.  His  artistic  yearnings 
were  expressed  in  little  figures  he  carved  in  his 
spare  time  and  gave  to  friends.  He  never 
considered  them  as  an  alternate  to  his  profes- 


Top— Emil  J&ne)  in  fl 
relaxed  moment:  now 
hi*  heavily  muscle*  1 
left  firm  Cenirr — A  3 
x  4. ft  redwood  panel 
of  low  frlii  !  f^crs. 
Lefi— -Two  life-sized 
heads  flunking  ft  June  I 
pointing,  Hetwfc  nrt 
ujitinlrdn  in  control  to 
those  m  the  panel 
above.  Right  -  A  group 
of  1974  Janet  canring*.., 
including  three  single 
figure*,  oncl  two  poker 
gamer,  one  with  mir¬ 
rored  top  view. 


sionf  even  though  he  began  carving  at  the  age 
of  four  and  beat  250  of  Sweden’s  best  artists  in 
Stockholm  competition  before  he  was  twenty- 
five.  He  thought  of  an  artist  as  a  painter — and 
occasionally  he  painted  landscapes  and  such 
himself. 

Shortly  after  he  won  in  Stockholm,  lie  emi* 
grated  to  Canada  with  his  brother  and  moved 
out  West  because  that's  where  the  trees  were. 
He  worked  for  a  month  in  one  Lumber  camp 
without  pay  because  the  foreman  knew  he 
couldn’t  speak  English  and  hence  couldn't 
complain.  When  he  first  went  to  restaurants, 
his  English — and  his  diet — were  limited  to 
f'beans."  It  was  a  great  day  when  he  saw  what 
the  phrase  “ham  and  eggs"  brought!  His  carv¬ 
ing,  a  spare- time  hobby,  caught  the  eye  of  a 
Vancouver  gallery  owner,  who  tried  to  per¬ 
suade  him  to  leave  the  woods  and  work  exclu¬ 
sively  as  an  artist.  Finally,  he  did  get  Emil  to 
emigrate  again,  suggesting  either  San  Francis¬ 
co  or  New  Orleans.  Bmrl  went  to  San  Francis¬ 
co  because  that  was  closer  and  earned  his  ham 
and  eggs  for  a  time  by  playing  the  accordion. 
Then  he  moved  on  to  Los  Angeles,  where  he 
met  and  married  his  wife.  Greta,  a  Norwegian 
After  a  short  time  there,  and  some  disappoint¬ 
ments  with  galleries,  he  moved  back  to  San 
Francisco,  where  he  has  been  ever  since. 

He  has  carved  an  enormous  number  of 
figures,  during  the  past  quarter  century,  for 
the  Maxwell  Galleries.  Most  are  full-length 
males  12  to  15  inches  htgh:  these  days  they 
sell  for  around  $500  each.  Occasionally  he 
breaks  over  and  produces  a  bust  figure  or  a 
group  of  card  players  (they  sell  for  as  much  as 
$6,000),  a  chess  set,  or  some  other  variation 
just  for  the  fun  of  it.  Some  years  ago,  he 
acquired  a  retreat  on  Russian  River  north  of 
San  Francisco,  where  he  now  carves  in  the 
Summer,  and  spends  his  “idle*'  time  carving 
grotesque  figures  in  the  stumps  of  the  trees  or 
his  property.  His  regular  pieces  are  all  of  alder 
wood — it  holds  its  color  through  the  years  and 
has  a  sort  of  tanned  Western  look.  (He  tints  his 
pieces  sparingly:  They  are  unmistakably 
wood.)  Much  of  the  wood  he  cuts  himself  and 
carves  green,  or  at  least  keeps  thoroughly 
soaked  while  he  carves  it.  All  of  his  figures  are 
older  people;  he  says  bluntly:  "Only  age  and 
experience  give  character;  the  young  have 
little  to  say,” 

Janel  is  not  a  typical  woodcarver  either  in 
ideas  or  techniques.  He  uses  a  relatively  small 
number  of  tools  and  works  largely  with  the 
wood  on  his  knees.  He  is  left-handed,  uses  no 
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sketches,  models,  clay  workups  or  even  marks 
on  the  wood.  Everything  comes  from  memory 
and  his  “inner  eye/1  He  leaves  the  chisel 
marks,  does  not  use  sandpaper  or  heavy  color. 

As  an  individual,  he  is  shy  and  retiring, 
modest,  even  a  bit  diffident.  So  are  most  of  his 
carvings.  He  deplores  his  advancing  age  and 
his  resulting  periodic  illnesses  because  they 
interfere  with  his  carving— which,  it  seems,  he 
has  never  considered  work.  He  enjoys  carv¬ 
ing,  and  his  figures  show  it.  None  is  static  or 
stiff;  all  appear  to  be  men  caught  at  a  joyous 
and  busy  moment.  They  have  a  puckish  look, 
a  tolerance  and  understanding  that  is  rarely 
expressed  in  wood  or  in  any  medium,  Each  is, 
incidentally,  made  from  a  single  piece  of 
wood,  with  the  exception  of  occasional  acces¬ 
sories,  or  the  accouterments  for  a  poker  table 
(though  each  player  is  one  with  his  chair). 

His  work  has  been  shown  in  a  number  of 
exhibitions  and  featured  in  a  number  of  maga¬ 
zines.  Here  are  some  typical  examples,  some 
dating  back  to  1950  or  earlier,  others  made  as 
recently  as  1974.  He  had  a  seventy-piece 
one-man  show  at  the  DeYoung  Museum  some 
years  ago  that  drew  a  record  attendance  of 
10.000  admiring  San  Franciscans  the  first 
day.  Yet  he  lives  in  a  modest  San  Francisco 
apartment  and  seldom  appears  in  public.  He 
takes  a  limited  number  of  fortunate  students, 
but  otherwise  spends  most  of  his  time  produc¬ 
ing  his  little  people — for  the  greater  pleasure 
of  us  all. 
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^  How  to  Make  Your  Own  Designs: 

Modify,  Adapt  or  Innovate — But  Try 


When  Snow  White  asked  why  Dopey  never 
talked,  one  of  the  other  dwarfs  answered, 
"Because  he  never  tried/1  That's  often  the 
reason — ami  the  only  reason— why  carvers 
don't  make  their  own  designs,  oral  least  vary 
them  to  suit  their  needs.  It  is  faster  and  surer 
to  follow  a  design,  and  it  is  a  quick  way  to 
learn;  it  provides  showable  products  while  you 
drill.  But  once  youVe  learned  facility  with  the 
tools  and  have  some  knowledge  of  how  various 
woods  react,  it’s  time  to  cut  loose. 

There  are  no  shortcuts  to  design,  just  as 
there  aren't  to  learning  to  carve.  Both  take  a 
great  deal  of  practice,  plus  some  nerve,  natur¬ 
al  ability  and  dumb  luck.  But  if  you  can  carve, 
you  can  probably  design — even  if  you  can't 
draw  to  suit  an  art  teacher.  (For  most  of  my 
life  1  curved  pieces  first,  then  made  drawings 
from  them.  It  was  years  before  I  caught  myself 
actually  drawing.)  Too  much  ability  to  draw 
actually  may  be  a  handicap,  because  drawing 
goes  faster  and  may  become  an  end  in  itself, 
like  the  collecting  and  preparation  of  tools.  As 
my  father-in-law  used  to  sayT  uToo  much  time 
is  spent  in  getting  ready  to  start  in  to  begin 
to  commence/'  Further,  the  drawing  becomes 
a  crutch,  or  at  least  a  rigid  pattern  from  which 
the  carver  is  loath  to  deviate. 

The  willingness  to  change  as  you  carve  is 
essential  in  design.  Obviously*  lettering*  or  an 
overall  pattern,  ora  portrait,  allows  little  scope 
for  deviation.  But  less  rigid  designs  can  be 
varied  as  you  go  to  suit  the  grain  or  figure  of 
the  wood,  to  avoid  a  flaw,  to  compensate  for  a 
slip  of  the  tool,  or  for  some  other  reason.  On 
my  recent  cigar -store  Indian,  I  moved  one  leg 
forward  a  bit  lo  miss  a  knot  behind  the  knee. 
On  "Descent  from  Ararat’1  (page  72),  I  de¬ 


signed  as  I  went,  suiting  my  selection  of 
animals  to  the  protuberances,  insect  holes  and 
other  peculiarities  of  the  wood,  as  well  as  to  its 
general  shape  In  many  panels,  I  have  capital¬ 
ized  on  a  figure  in  the  wood  discoloration,  or 
an  insect  bore  or  knot,  rather  than  to  design 
without  considering  them  and  having  to  have 
my  design  compete  with  them  later*  On  an 
in-the-round  carving,  it  is  often  quite  possible 
to  thin  a  figure  or  to  alter  the  pose  a  little  to 
avoid  the  difficulties  of  excising,  matching  and 
patching  a  flaw.  The  important  thing  is  to 
realize  that  rarely  is  any  design  sacro¬ 
sanct — you  don't  even  sign  your  name  exactly 
the  ^hig  way  every  time! 

A  piece  is  not  lost  because  of  one  knot  or  one 
tool  slip  If  a  remedy  isn't  immediately  visible, 
stop  carving  for  a  while  and  put  the  carving 
where  you  can  look  at  it  frequently.  Almost 
always,  a  remedy  will  suggest  itself.  Flexibility 
is  part  and  parcel  of  designing:  being  willing  to 
strike  out  in  new  directions,  to  take  a  chance  in 
the  hope  of  achieving  something  different  and 
distinctive,  something  that  has  a  flavor  for  the 
ages  instead  of  merely  the  smell  of  antiq¬ 
uity — like  the  spoon  rack  I  included  with  the 
sketches.  That  design  hasn't  been  changed  in 
several  hundred  years,  so  it  is  more  sentimen¬ 
tal  than  interesting. 

Many  primitive  carvings,  as  well  as  moun¬ 
taineer  and  backwoods  whittling,  are  strong 
and  good  because  the  maker  has  a  clear  idea  of 
what  he  is  doing,  an  attainable  goal — he  is 
picturing  what  he  knows.  He  doesn't  fear 
failure;  unlike  the  urbanized  majority,  his 
childhood  curiosity  and  confidence,  his  will¬ 
ingness  to  try  something  new,  haven’t  been 
atrophied  by  fear  of  offending  some  real  or 


Three  pawn  ol  eagle*  as  bottle  caps  in  mahog¬ 
any  And  ft  machete  bundle  m  hem  from  Meiti- 
cn.  The  cnfiit  were  whittled  in  I  wo,  four  and 
seven  hours,  including  design*  which 
ftdttpTed  from  bird  book*  and  photographs.  The 
vertical  pD*i-  h  t%\  no  dr  mil  beyond  eyes  and 
neck  ruff,  so  goes  Inst  and  i*  strong.  Thr  utfiur 
l wo  ftfr  more  fragile  (hi id  lake  longer) 

because  ol  projections  (tint  lug  ctotinfeittoti.  also 
imi-M  hv  liamiled  with  more  cure.  Feathering 
on  the  spread  u-ings  requires  J>r  hour  alone 
The  horn  head  is  quite  simple  and  durable. 

Hud  the  mr«t  provide*  ft  hcKhk  for  greater  safety 
in  using  the  took  Other  designs  rut?  sketched. 


170 


fancied  social  standard,  or  of  wasting  material 
or  time.  He’s  willing  to  cut  loose  and  spoil  a 
piece  or  two,  so  he  does  his  own  thing. 

This  is  the  essence  of  design:  to  have  n  clear 
mental  picture  of  what  you're  trying  to  make. 
This  surpasses  any  drawings,  because  drawn 
lines  have  a  way  of  being  cut  away  anyway 
just  when  you  need  them  most.  The  mental 
image  may  blur  at  times;  put  the  piece  to  one 
side  and  work  on  another  until  it  clears.  Many 
carvers  have  several  projects  going  simultaiie- 
ously  for  just  this  reason — they  get  brain  fag 
or  plain  bored  with  a  particular  subject  or 
wood  or  whatever. 

Occasionally,  a  design  idea  will  hit  you  from 
the  blue,  but  this  is  rare.  Ideas  usually  result 
from  a  combination  of  impulses  and  recollec¬ 
tions,  often  based  on  events  or  happenings 
over  a  period  of  time.  I’m  not  certain  that  this 
process  can  be  taught — or  even  stimulated — al¬ 
though  I  advise  people  to  clip,  photo,  note  or 
otherwise  collect  ideas  or  things  that  appeal  to 
them,  for  later  reference,  then  to  review  the 
collection  from  time  to  time,  so  the  idea  re¬ 
mains  in  mind,  ready  for  development,  f  sug¬ 
gest  the  same  thing  for  odd  shapes  of  wood: 
Leave  them  where  youMl  see  them  frequently, 
stumble  over  them,  think  about  them,  ThaFs 
how  my  ‘Stag  at  Eve”  (page  124)  came  about. 
But  I  find  that  I  rarely  go  to  my  files  except  for 
something  specific  that  I  know  is  there.  Tt 
seems  more  natural  to  select  something  that 
really  intrigues  me  from  the  ideas  that  are 
running  through  my  mind  at  the  moment,  and 
to  start  on  it.  Often,  the  start  or  more  thought 
makes  the  idea  seem  less  attractive,  but  some 
assume  solid  form. 

One  simple  form  of  design  is  adaptation. 
Take  a  design  or  shape  and  adapt  it  to  your 
needs:  change  the  shape,  the  thickness,  multi¬ 
ply  or  reduce  the  motif,  simplify  the  tech* 
nique  or  alter  it.  converting  from  in-the-round 
to  bas-relief  and  vice  versa.  Consider  the 
four-way  head  pictured  here  as  an  example. 
The  original  idea  was  new:  it  popped  into  my 
head  one  lazy  afternoon  in  Vermont,  and  I 
made  the  first  head  from  a  fireplace  scrap.  But 
J  realized  later  that  the  idea  was  really  a 
marriage  of  two  things  Fd  seen,  a  Celtic 
plaque  in  Paris  in  which  one  head  had  added 
noses  where  the  ears  should  be  (in  low  relief) 
and  the  stylized  faces  on  the  cornice  corners  of 
a  Mayan  temple  in  Tulum,  Mexico  and  one  in 
Tikal,  Guatemala  (page  125).  Still,  my  first 
head  was  a  definite  innovation;  all  the  larger 
ones*  however,  were  adaptations. 


Six  whiitl&j  bfendboard  fivp  LrodStionaf  an  Hollrmrt  mid 

rhp  vKfh  tal :■  n  front  nn  ivy  sprtp  and  amplified  in  veining  Vein* 
art.  vejner  cut*  r*i)«r  than  prujeclinu  ndgtMi  u%  tK  >  in  nniun*. 
simply  for  convenient**  in  cutting.  These  ftfn  in  rberry  nnd  6"  -  m. 
widr  by  about  1 1  in.  ton  4.  4  bout  1  1  4  in.  wider  and  Jongc*  than  the 
which  were  in  a  tighter,  less  figiiivd  wood,  Other 
dev- doped  racily  to  ant  the  plara  of  uses  and  simihir  lieiid 
bands  can  t>p  put  or  bulletin  bnrndv.  bcclstesds.  ui  picture 
fur  example. 

Another  form  of  design  is  the  supplemen¬ 
tary  one,  or  variant.  Consider  the  breadboards 
shown  here.  The  owner  bought  five  in  Hol¬ 
land,  but  that's  either  too  many  or  not  enough. 
So  while  I  was  whittling  copies  of  his  five,  I 
whittled  a  sixth  for  him*  combining  pine  cones 
and  an  acorn:  His  house  is  an  “Acorn”  p  re-fab 
on  Spruce  Lake.  When  I  made  my  own  sixth 
board,  however,  I  copied  the  local  ivy,  be¬ 
cause  I  live  on  Ivy  Way.  Later  I  made  a 
hostess  gift  with  three  woodch ucks.  I’ve 
sketched  a  couple  of  other  designs,  and  many 
more  are  possible*  of  course.  (It  is  amusing  to 
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note  that  the  only  wood  I  could  find  in  Ver¬ 
mont  was  cherry  6 "Vs  inches  wide,  so  all  my 
new  boards  are  l'Ai  inches  wider  and  longer 
than  the  originals;  both  my  host  and  I  like 
wood  too  welt  to  waste  it.) 

1  did  a  similar  thing  with  the  bottle  caps.  I 
sketched  a  number  of  designs,  then  ended  up 
carving  a  different  series  entirely— three  ea¬ 
gles.  probably  because  of  the  popularity  of 
eagles  these  days  and  the  Bicentennial.  These 
caps  are  designed  to  take  a  ■V-i- inch -din  meter 
cork  for  conventional  wine  bottles,  but  can 
readily  be  changed  to  take  a  screw  cap  or  a 
larger  or  smaller  cork.  Or  they  can  be  convert¬ 
ed  to  statuettes,  stamps  or  umbrella  or  cane 
handles.  Suitable  designs  can  become  knife 
handles.  The  breadboard  designs  can  he  simi¬ 
larly  adapted  for  picture  frames,  bulletin 
boards,  bed  headboards,  purse  tops. 

The  important  thing  to  remember  in  adapt¬ 
ing  a  design  is  that  its  particular  usage  may 
establish  different  parameters.  A  bottle  cap 
may  be  handled  roughly,  dropped  or  twisted, 
so  should  have  inherent  strength  anti  be  free 
of  easily  broken  projections.  (This  is  basic  in 
designing  carvings:  Avoid  projections,  particu¬ 
larly  across  grain,  when  possible.)  Because  of 
this  and  the  time  it  takes  to  carve,  it  should  be 
in  a  good  wood — mahogany  (which  I  used), 
walnut,  cherry,  teak.  You  may  want  to  turn 
the  bases  to  receive  corks,  which  should  pre- 
carving,  and  this  makes  some  form  of 
holding  device  advisable,  such  as  a  clamp 
block  over  the  turner!  portion  which  can  be 
held  in  a  vise,  like  a  miniature  carver’s  screw. 
Otherwise,  you’ll  be  whittling  a  rather  stubby 
piece,  and.  if  you're  using  chisels,  you'll  have 
endless  trouble.  On  the  other  hand,  if  the  end 
use  is  as  a  statuette  or  handle,  you  can  carve 
on  the  end  of  a  longer  stick,  then  cut  to  length. 
My  basic  point  is  that  design  modification 
must  also  include  consideration  of  production 
and  end  use.  A  heroic-sized  piece  will  stand  of 
itself,  but  a  miniature  must  be  held  in  some 
way.  The  wings  on  two  of  the  eagles  can  be 
broken  easily,  socan  the  legs  when  separated,  as 
well  as  the  bill,  so  rough  carving  should  be 
done  first  and  the  fragile  parts  left  for  finish¬ 
ing.  Also,  some  thought  should  be  given  to 
detail.  A  big  figure  can  use  a  lot  of  it,  but  a 
small  one  doesn’t  need  it,  and  most  whittling 
projects,  for  example,  are  small.  The  vertical 
eagle,  with  legs  merely  indicated  and  feather¬ 
ing  suggested  by  the  neck  ruff,  took  only  two 
hours  and  is  quite  sturdy;  he  could  even  be 
made  and  sold  as  a  bottle  stopper  at  an  almosl 


reasonable  price.  But  the  shrieking  eagle  takes 
four  hours,  the  wingspread  eagle  six,  plus 
another  hour  for  wing  and  tail  feathering,  so 
these  are  statuettes  in  terms  of  time  and  cost. 

Many  other  projects  provide  endless  possi¬ 
bilities  for  adaptation  and  variation.  Examples 
include  a  Noah’s  Ark,  Nativity  scene,  carousel, 
circus,  parade,  Garden  of  Eden,  toy  soldiers, 
chess  set.  Each  is  a  central  idea,  with  some 
tradition  as  to  shape  and  other  parameters,  but 
the  sky  is  the  limit  on  possible  units. 

Another  kind  of  design  is  interpretive,  in 
which  you  seek  to  duplicate  in  wood  what 
someone  else  has  done  in  pictures,  drawings  or 
words — a  line  of  poetry,  a  familiar  expression, 
a  painting,  a  nursery  rhyme  These  are  more 
difficult  to  do  well,  particularly  if  the  original 
is  by  a  competent  or  well-known  artist.  But  in 
any  case,  your  own  imagination  must  supply 
some  detail  and  some  proportions  because  of 
the  third  dimension— and  there  isn’t  a  model 
to  copy.  There  are  a  number  of  such  examples 
m  this  book:  Hey  Diddle  Diddle  (page  109). 
the  Pied  Piper  (page  157),  among  others- 

Last,  there  is  the  all-out  new  idea,  the 
innovation,  which  comes  out  of  the  blue.  Ex¬ 
amples  are  my  four-way  head  and  the  spacing 
of  the  panels  in  the  Pied  Piper,  or  the  Owl  and 
Pussycat  (page  154).  This  is  the  creation  of  a 
new  idea,  whether  it  be  the  total  design  or 
some  element  or  technique,  ft  is  surprisingly 
infrequent;  after  all,  most  sculptors  work  from 
models  or  make  subtle  alterations  of  previous 
sculptures  a  large  part  of  the  time.  Don't 
expect  a  design  breakthrough  on  every  proj¬ 
ect.  One  or  two  in  a  lifetime  is  a  very  real 
accomplishment  for  most  of  us. 

Design  in  these  modern  times  is  not  what  it 
once  was.  The  primitive  used  the  wood  that 
came  to  hand,  selecting  and  adapting.  His 
designs  were  very  much  influenced  by  the 
shape  of  the  wood,  the  available  tools,  his 
limited  skill.  Now  we  often  start  with  the 
design  idea  and  buy  or  cut  the  wood  to  suit. 
The  most  readily  available  form  is  kiln-chied 
wood,  so  shapes  are  often  built  up  of  glued 
planks.  (This  also  reduces  checking.)  In  a 
sense,  we  have  removed  one  limitation,  but  we 
have  created  another:  There  is  less  incentive 
to  try  something  radically  new  because  the 
wood  suggests  it.  Some  carvers  even  produce 
arms  and  legs  separately,  then  test  them  in 
several  positions  before  fastening  them  per¬ 
manently  to  the  torso. 

Another  factor  in  modern  design  Is  that  we 
have  more  varieties  and  colors  of  woods  avail- 
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DcwtopmcM  of  d  design — The  fir^  four- 
wuy  head  im  2  2  >  4  m+  yellow  pi  nr 

firewood,  wliinlnd  wi\U  lirHi  fm  ml  delnil 
The  second  tlar  IrftJ.  in  4  r  4  8-in 
walnut,  has  mane  detail,  elongated  fdit-i, 
with  11  3-ill.  ll-ISr-  ;uk!n[  Ji»lrf  A  bfriik 
from  formal  design  was  the  cocktail  table 
bus*  (venter!.  a  wultitd  slump  with  Ibe 
trunk  squared  but  tile  buse  left  lu  provide 
Two  distorted  foeei  and  two  (she  wn)  more 
rrgyktr,  n  result  of  non  uni  bulges  in  the 
trunk,  which  wns  &  22- tn. -long  piece  of 
Ohio  ‘'firewood.  ■* 

G [*'*[+?!  detail  vrat  Achieved,  again  on  n 
I ircvvocxl  wrnp,  bul  this  tune  in  a  wood 
like  our  yelluw  pint?  in  Mejpeu.  In  this, 
elongated  design  (two  views  shown).  I  here 
n  winkinc  eye  and  l  suggeshun  "f  tOb 
nrrh  for  body,  hut  pn  shotilrtirr-'s.-  In  the 
I ntevt  design,  h  ■  f>  -  I S  m,  in  Irak,  lh«? 
Iht-inr  r.-v.  r  cards.  combining  the  King 
of  Spridvi.  Queen  of  lliwls.  Jark  of  Dta- 
uitd  iht*  Juker — Ivvl>  formal  mule 
faces,  a  fori  Mill  fcmntw  Cnees  and  ii  carics- 
l lifts  Dccorruive  deralh  identify  each  fig¬ 
ure  repeatedly.  because  ihe  queen4*  snood 
>nrl  tin  k log's  nnd  knave's  curled  hair  of 
(he  convenlicnnl  rlr-Hk  .uv-  not  potsi 
We — no  pen  Ido  of  the  face  heynwl  thr 
eye  is  MK'liklf’t !  Shoulders  are  suggested 
for  the  king  end  knave,  which  brcrwnw  a 
vugiit^tion  of  a  bosom  for  the  queen  and  a 
blouse  for  the  joker.  The  figure  fcf  mount 
ed  on  n  circular  bate  with  a  4-in.  Luzy 
Safari  device,  so  it  can  be  rotated  cftlly,  I 


found  with  eniiter  designs  bovine  multiple 
fftcvls  ihnt  viewer*  wnnt  to  rutaltf  Hie 
piece  anyway.  (For  r  more  complex  do- 
biuh^  the-  l-i^v  Slikao  nm  he*  ^tkii’nir-  mut 
topped  by  a  mirror  surface  J 

Having  gone  about  as  far  as  I  could 
with  the  four-way  hr^*»d,  1  uddi  nly  re 
uicinbeicd  the  childrens  CO r loon  which 
shows  n tmiling  face  when  turned  one 
wtiy  nnd  n  s*rt  fore  ivhcn  turned  the  other 
w«y  up.  The  design  that  grow  out  of  Thai 
ix  a  twrdvr-way  Ivnd,  ns  at  far  rigid  top. 

It  ie  hexagonal  in  cn?s*-s«lfon,  with  eyes 
m  line  middle  id  ^cli  vide.  Then  a  fac*  ke 
carved  on  each  «omer  above  ami  below 
Ihe  eyes,  so  each  eye  is  a  pan  of  four 
separate  liccv  There  tire  no  eyettfe rtv$  or 
foreheads— the  check  of  one  head  be 
cfxnc^  the  fi>rr;Ij*nd  -  f  tho  tare-  on  tho 
opposite  end  This  design,  in  while  pine, 
give*  plenty  of  practice  in  Jndal  vmift- 
Sums.  Jind  makes  n  pleasing  overall  fUrsigfi 
as  w  ell.  It  rrmsf  be  vei  un  a  mirror  if  tlie 
tup  and  txitlom  fact  s  aiu  to  be  fctm  ei- 
muhnnivously.  Thu  opens  u  whole  new 
field  fat  varattsu:'^- 

Ksghr  A  n iod ifirn Iron  of  mi  Ewher  design 
tn  ‘M-rn  mnho^anv  and  mnpte  Istrr  pjjgc 
17.^.  In  din  imtfincc,  the  modfficalfon  wu* 
rrcHlwiittiii.  :*  (r-nili  of  an  nlfempl  at 
mernuiiiiac;  the  thapt  u(  an  tscher  pn^st 
card  ve-ot  to  a  fr )t-n r I  Thu  origin ol  ckwign 
it  uko  ikuldied.  Either  muy  be  multiplied 
or  extended  id  cover  a  lahlemp,  for  exnm* 
pie. 
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Below — "The  Lithuanian  School/4  c  1  denized  copy  IN  wf*w1  hy  R 
Karnlus  of  t‘i  brt>ri«?  by  1J.  Kirme  picturt**  humt*  leaching  of  (he 
Lithuanian  tongin?  JlftOT  ii  vvrn^  forbidden  by  I  he  Russians.  in 
1884-1904.  Thr  fsices  Arc  particularly  pcH>.t.  This  t#  «  tumptex 
dT*Mj7n,  recurring  assembly  of  nrpuitr  putts  like  the  spinning  U'hepl 
and  their.  diffiruU  anti  ikH  too  sturdy,  Compare  it  with  the  panel 
behind  it  .it  thy  New  York  Wurld‘i  Fair  nf  1939.  with  its  bold 
Mm|>f u~ityH  inverted  muscles  linjtn£.  visible  jomts—c  m uch  more 
modern  Jyle,  Right  "The  Judgment  of  Park.**  a  cedof  pmvl  7  in, 
ivulu  by  9J  i  in,  high,  carved  in  Snfrburg.  Austria.  during  lb*  fii-i 
firtlf  of  ihe  I6lh  century  and  now  m  (he  Victoria  &  Albert  Museum, 
London,  t(  ia  a  v*iy  hiph  rrltcf.  over-detailed,  and  overly  "busy"  by 
modern  Manila  rr  Is,  Some  undeconated  arras  kik!  «t  Ivjis-detiiiled 
background  would  help 


able,  better  glues,  better  stains,  better  tools.  I 
can  get  teak  for  less  than  twice  the  price  of 
walnut,  and  the  traditionally  cheap  woods  like 
pine  and  bass  can  cost  within  15  percent  of 
woods  like  maple  and  mahogany.  Also,  while  I 
may  design  for  2-inch  wood,  I  find  I  must 
settle  for  1  "/e-inch  or  3/i-inch  laminated — in 
other  words,  commercial  sizes — unless  I  want 
to  increase  material  cost  markedly.  And  I  must 
design  to  suit  the  tools  I  intend  to  use:  there  is 
little  point  in  designing  with  hollows  if  my  only 
tool  is  to  be  the  knife,  or  to  design  small  detail 
when  all  my  tools  are  large. 

To  all  these  factors  must  be  added  in  these 
enlightened  days  another — consistency  or 
suitability.  Many  people  understand  some¬ 
thing  of  style  now,  so  it  is  not  advisable  to  mix 
primitive  and  precise,  caricature  and  formal, 
colonial  and  modern,  detailed  and  undetailed. 
There  is  little  point  in  carving  a  detailed 
design  on  a  crown  set  on  simulated  hair,  or  to 
use  Maori  motifs  on  a  cowboy^s  shirt,  or  to  mix 
in-the-round  and  low  relief.  These  can  all  be 
done,  but  they  take  some  knowledge,  experi¬ 
ence  and  nerve,  as  well  reputation.  Be  your¬ 
self  in  your  designs:  that's  most  important 


175 


^  So  You’ve  Been  Asked  to  Teach: 

Some  Hints  for  the  Neophyte  Instructor 


Teaching  classes  in  whittling  and/or  wood- 
carving  is  becoming  increasingly  common  be¬ 
cause  of  the  recent  emphasis  on  crafts,  on 
“going  back  to  the  land/'  and  on  economy  in 
the  face  of  rampant  costs.  Adult  education 
classes,  community  colleges,  historical  socie¬ 
ties,  youth  groups,  high  schools,  all  are  seeking 
anyone  with  craft  skills  to  assist  in  meeting 
the  demand.  Available  facilities — and  good 
teachers — are  usually  limited. 

Often,  of  course,  the  people  taking  the 
course  are  dilettantes,  in  search  of  some  craft 
expression,  no  matter  what,  so  a  little  instruc¬ 
tion  and  production  of  a  satisfactory  simple 
piece  or  two  satisfies  their  needs.  On  the 
negative  sider  some  sincere  seekers  after 
knowledge  are  turned  off,  and  many  courses 
are  not  completed,  simply  because  the  instruc¬ 
tor  has  been  unable  or  unwilling  to  transmit 
his  own  interest  and  enthusiasm. 

The  basic  difficulty,  in  my  experience,  is 
that  the  layman  simply  does  not  realize  that 
whittling  or  woodcarving  is  time-consuming.  A 
common  request  is  for  a  one-time  lecture- 
demonstration,  in  which  the  lecturer  is  expect¬ 
ed  to  turn  out  n  masterpiece  in  an  hour  or  so, 
while  covering  all  the  fundamentals  of  the 
craft,  its  history  and  some  of  the  art  aspects  as 
well.  A  close  second  is  the  single -session  two- 
hour  “training  course1'  for  a  group  of  senior 
citizens.  Boy,  Girl,  or  Cub  Scouts  or  what- 
have-you.  Most  of  the  audience  will  arrive 
with  borrowed  —and  dull — knives  or  tools,  and 
the  instructor  could  well  spend  the  entire 
period  teaching  them  the  fundamentals  of 
sharpening  (with  the  certainty  that  they  will 
decide  whittling  is  as  dull  as  their  knives).  Or 
he  can  provide  tools  and  pre-cut  blanks  so 
class  members  achieve  an  objective — and  as¬ 
sume  thereafter  that  there  is  nothing  to  the 
craft  once  the  menial  work  is  done. 

In  either  case,  the  instructor  has  his  prob¬ 
lems,  If  he  has  the  students  with  dull  knives 
come  early  so  he  can  sharpen  their  knives,  he's 
in  as  much  trouble  as  if  he  provided  the 
equipment  and  spoon-fed  the  class.  The  an¬ 
swer  lies  somewhere  in  between;  the  instructor 
should  not  sugar-coat  the  craft  merely  for 
audience  effect,  nor  should  he  spend  too  much 
time  on  drill. 

Obviously,  some  time  must  be  devoted  ini¬ 


tially  to  understanding  the  tools  and  how  they 
are  used,  or  the  consumption  of  bandages  will 
be  overly  large.  It  is  vital  to  understand  about 
wood  and  its  grain,  the  care  and  handling  of 
the  knife  and  later  the  other  tools,  relative 
hardness  of  various  materials  and  all  the  rest. 
But  that  can  be  salted  in  with  demonstration 
and  practice,  just  as  can  history  and  examples. 
In  recent  years,  I  have  shortened  the  initial 
session  by  explaining  about  a  knife  and  its 
peculiarities,  then  handling  out  a  two-page 
sheet  (see  next  section)  that  repeats  what  I've 
said  and  amplifies  and  pictures  the  important 
elements.  This  works  particularly  well  when 
the  students  are  older  and  have  had  experi¬ 
ence  with  other  tools. 

It  seems  to  be  advisable  to  let  students 
begin  carving  as  soon  as  possible,  in  contrast  to 
the  traditional  European  idea  of  a  lengthy 
apprenticeship  But  early  carving  does  not 
mean  that  instruction  can  be,  or  should  be, 
abandoned.  It  can  be  interspersed  in  each 
session,  either  as  an  initial  element  or  when 
the  opportunity  offers,  depending  upon  class 
size.  Further,  if  carving  is  begun  early,  the 
instructor  must  be  much  more  alert  for  mis¬ 
takes  and  correct  every  misstep  as  soon  as  it 
occurs. 

Sessions  can  be  any  length  desired,  of 
course,  but  it  is  preferable  to  have  at  least  two 
hours,  or  even  three,  per  session  I  prefer 
fewer,  but  longer,  sessions— three  hours,  if 
possible- — because  I  find  that  interested  stu¬ 
dents  are  really  just  going  well  when  a  two- 
hour  session  ends,  particularly  if  some  lectures 
or  slides  introduce  the  session.  I  also  prefer 
Saturday  morning  to  any  evening  of  the  week, 
because  students,  particularly  adults,  are 
fresher,  or  two  sessions  a  week. 

Class  size  is  a  matter  of  much  debate.  A 
class  of  serious  students  should  number  no 
more  than  eight,  a  class  of  dilettantes — who 
may  or  may  not  attend  regularly— can  number 
twelve  to  fifteen.  I  have  worked  with  single¬ 
session  groups  as  large  as  forty  Boy  or  Girl 
Scouts  and  multisession  groups  of  twenty-five 
in  which  parents  and  children  worked  togeth¬ 
er.  It  was  my  hope  in  the  latter  case  that  the 
parents  would  help  the  children,  but  some 
parents  had  two  children  along — and  two  art 
teachers  turned  up,  each  with  two  promising 
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students  in  tow.  In  the  second  place,  children 
under  fifteen  have  a  short  attention  span.  The 
children's  attention  at  best  was  divided,  and  in 
several  cases  the  elders  were  not  nearly  as 
adept  nr  as  quick  to  learn  as  the  children,  so 
the  class  was  too  large  for  me  to  give  adequate 
attention  to  everyone.  Fortunately,  the  series 
was  short' — only  four  two-hour  lessons.  It  is 
possible,  in  such  cases,  to  ask  a  friend  who  is 
also  a  whittler  or  wcodcarver  to  assist. 

In  teaching  beginners,  T  prefer  four  or  five 
three-hour  sessions  if  whittling  alone  is  in¬ 
volved,  and  double  that  number  if  simple 
woodcarving  is  also  to  be  included.  If  you  are 
so  fortunate  as  to  have  a  select  group  of 
dedicated  students,  the  number  of  sessions  can 
easily  be  doubled,  but  most  modern-day  class¬ 
es  will  inevitably  include  dilettantes  and  ex- 
perimenters  who  will  rapidly  lose  interest 
when  they  discover  that  whittling  goes  slowly 
and  requires  real  work  and  patience. 

Because  students  have  vastly  varying  de¬ 
grees  of  tactile  training  and  ability,  and  work 
with  widely  varying  degrees  of  confidence  and 
speed,  any  class  will  tend  to  break  into  groups 
working  on  different  stages  of  a  project.  Tins 
leads  to  mistakes,  accidents  and  spoilage  of 


Books  Helpful  to  the  Carver  and 

Dock:?  helpful  to  the  carver  and  teacher  will  depend  a  great  deal 
upon  his  personal  intar</$u,  of  course,  but  I  hove  found  thev; 
particularly  useful  Seme  arc  now  out  of  print:  some  arc  rare  m  ihe 
United  Slate*,  but  many,  nr  their  eqiiivnlvnot,  wOl  t*r  Available  tn  u 
good  local  library,  The  leading  non  library  source  for  these  books  is 
Diner  Publications,  Inc..  16Q  V>nck  Street,  New  York,  N  Y, 

ICC  14,  which  hue  lyprcduced  many  older  books  as  inexpensive 
papcrtittclts. 

Among  hookt  iwniiable  from  Dover  Are; 

/'nmifiie  Art  ,  let  cm  poles  hoxc*.  rle_>.  Franz  iteu, 

4/nfflu  Sculpture.  Loditlfis  Srgj 

Decorative  Arts  of  the  Suuilm-eriem  Indtnru  Daren  hy  Smith  Sides. 

Beeanrtnrr  Art*  of  Swrdm.  fnm  PUib, 

AiUemtm  tndum  Dtrtign  tend  DeedFntwn.  Leroy  H,  Apylf'-mi 

Cknjrn  Mvtifr  of  Ancient  Mpnoi,  Jrcc<-  Enet*o 

5m-t»  r>mtk  Ai^n  Waugh 

Ail  William  R immr- 

Arf  Students  Anatomy,  Edmond  J  Form 

The  Human  Figure.  John  H  VfirJefpotl 

An  A rj«i  of  tor  Artises,  Fnrlr  hchiriar 

Annual  Drawing.  CSuirtei  R.  Kmghl 

Ars  Atlm*  c/  Aralnmf  Anatomy  (oi  Arutlv  Elkslirr^r,  EJnnin  and  Delli»ctr 
Aty?h"tirt9  m*t  Ornuinrnf*.  Erml  I-clvnc*. 

Harm f honk  td  OpmmciH,  Emrif  £.  Mey+r 


Other  bc-L-ki  whith  havr  been  helpful  include: 

Aft  *n  Afftcfl.  Ttbof  Bodr<  *  McCti^-Kill  Book  Cf 
Cnrh/x  OfritVM.  Dsv;J  Grc-m.  Country  Lilf.  Lid  .  Loadlon,  England 
AfruttrropnC1*  m  Coda. r„  Edward  L,  Krithhohn.  Bon,mtn  8ookn  H. Y.  (being 
rctnnniLlrfed  m  19751. 

Treei  and  Other  H'wdriJ  Bygones.  Edward  IF.  Pinlo,  G  Bell  &  Softs,  London. 
European  Folk  Arf,  H  J  F  Fat  urn,  Editor,  NkGr*w-H  it)  Book  Cn 
Hn-li’  Mytt  -.  Mil r,m  Rarfientt.  NHfCraJ  MsiSrum  of  CuniMJn.  Otlowo 
TJta  tttadcMre  rf'*  Art  in  Anriem  Xfm. tic#,  Munhall  H  Satvilfo.  Miimum  el  ihv 
Arocficun  India  n,  New  York, 

Indiont  of  the  PiK'tfte  Northwst,  Ryih  Underhill,  Sherman  intumre,  Riv  etude. 


blanks,  unless  the  instructor  keeps  it  under 
control.  1  have  found  it  best  to  insist  on  the 
first  few  projects  that  students  work  step  by 
step  with  me,  and  I  try  to  select  projects  that 
make  this  feasible  (see  photos). 

A  good  first  project,  for  example,  is  the 
whammydiddle,  which  can  be  made  from  nat¬ 
ural  materials  and  incorporates  a  number  of 
basic  cutting  strokes.  It  can  also  be  produced 
by  beginners  in  one  to  one  and  a  half  hours,  so 
their  interest  does  not  pall,  and  the  opportuni¬ 
ty  for  diversity  in  speed  and  confidence  is  not 
so  apparent,  (In  general,  the  speed  of  able 
beginners  is  about  a  third  to  a  fifth  that  of  a 
skilled  carver — a  whammydiddle  should  take 
you  about  fifteen  to  twenty  minutes,)  The 
whammydiddle  involves  a  variety  of  cutting 
operations*  including  two  careful  ones — 
cutting  the  rack  teeth  and  making  the  propel¬ 
ler.  It  is,  when  completed,  a  unique  thing  of 
which  the  maker  can  be  proud.  It  akso  lends 
itself  to  step-by-step  instruction. 

Second  and  third  projects  should  incorpo¬ 
rate  similar  elements  to  reinforce  what  the 
student  has  learned  and  to  give  him  practice. 
It  is  also  advisable  to  have  elements  that  are 
repetitive,  so  he  can  finish  one  or  two  in  class 


Teacher 

California. 

Indian  Art  of  the  Voted  Stater.  DoukIm  V.  D  i  ft  Muwuni  uf 

Modern  Art,  Wrir  York 

Indian  and  Eskimo  A  minds  of  forth  America,  Char  lev  Mi  let-  Gorumzai  Books, 
FVfrri7»  An,  Cm  fir-  BurtancL  Ifcffilyn  Fu  Mrahen  Group.  London  and  New  York 
77*e  Sculpture  uf  Negro  Africa,  Paul  S.  WineeM  Columbia  Umvmity  Freis 
K.Y, 

The  DtCOtMilf  Art *  Of  the  fiew  Xetdmrnf  JWp nr},  T.  narrow  A  IF.  and  A  W 
Rcerf,  %va*inctun.  fi-Z 

rise  Art  of  Moon  Caning  .  S.  M-  Mead,  A.  H  and  A.  W.  Reed.  Wdllinyluii, 
K,Z. 

The  Work!  of  Birds.  Further  and  Pelen-an.  Crescent  DotkJ  (Crown  Publuirm, 
N.Y 

NmIHT**!  History  L *f  the  ilinft  nf  Eastern  and  Central  Hot rh  Aniet\  t*.  Edward 
Hcwr,  Hou^UIOn  Mifflin.  BoiUm 

Andrea*  Lamrnri.  McGmu1  Hill  Buck  Ci 
Arina*  m  Fr«k>fklt  Fri^iT  Crown  PubTSshcr*.  N  Y.  Ui’^r-aindcrt'd  ift 

1975k 

AnterkMi  Folk  Art ,  Jean  Lipmun.  PMUhemn  Book*.  n.Y.  cdULuji  new), 
The  Craft  of  rM-  Japanese  SrufrUor*  Unekn  Warnrr,  Jppfln.  &xietv  ftf  New 
York 

Sit n  .m  trfu «/*  JV.  ■  th  AmcfW<-  M-  V  Birw»ji£U  -n.  Hhum-  PuMahinji  Ct  .  Bflirr, 
MiUn 

The  Kmltw  U/Jt^fer.  Clifford  W  Aihky  ,  llougliioh  Mifflin,  Bralen 
Amotkm)  Figuretteoib  u mi  Tkeit  Cjtrvprr.  Pwilirr  A  Pincfciwy.  KeeruiuU 
lhn-%1.  Port  Wnthirpron.  N  Y 

Lihmnrt  have  dmectorlc*  ihowjng  book*  (n  prmL  ufld  often  krfve  intfrfChHr.g.r 
pnvilt^n  w,ih  s4ole  libnaricaoefrtficrlartrrteFercnce  lihrar^rT  It  ,r  «|*a  bet|]fuil 
to  have  notable  Cf)rp  Chats,  rhe  bmtontbly  mntrtrinr  ef  ihr  Nnt»ml  Wood 
Carver*  Auacmlien,  7424  Miami  Avc  Cmcinnuli,  Ohna  „rifl  thr 

Katfamt  Carer r>  Review  qiiftrlerly  of  the  No)  inrun  1  Cnnwj  Mutrum,  H96D 
V<f™dc.uver  Rd.  Mimuifittil,  Ccdoiudo  hf'lS2  &  ih  |’Ui  >;.‘i  ret.  ijls  li^tirigii  i 
book),  loch,  metorirrit.  (Inuhci,  *rc.  FordniJi  on  tvood.  net*  nn/intlily  hul(j  iim  of 
IrtttrTTaiBrKki  Wood  Colkcton  Soeii'l) .  E^hjt;-  '  P.  Freni,  Editor,  I4S  Stiutfiier 
St,,  Lanoiboro.  Mom  012,37.  or  ^nhlitnii^m  ef  U  S  Fnecat  Prortwctn  Labi. 
MatltKifi.  Win, 
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and  then  work  on  the  others  for  "homework. 
Something  like  a  chip-carved  panel  or  a  fish 
weathervane  does  well  for  this*  and  I  have  also 
used  a  name  panel  successfully.  (The  latter  is 
quite  good  in  that  each  student  feels  he  is 
making  something  individual  and  special— his 
name — while  V-grooving  the  letters  is  a  meth¬ 
od  common  to  all.) 

There  is  great  variety  in  the  speed  with 
which  students  learn,  of  course.  The  person 
with  a  mechanical  bent,  the  person  naturally 
good  with  tools,  the  artist  in  other  media,  the 
enthusiast — all  these  will  outpace  the  rank 
beginner,  the  handicapped,  or  the  essentially 
clumsy  persons.  The  artist,  in  particular,  may 
indeed  outpace  the  instructor  at  times*  and 
must  be  cautioned  to  wait  for  his  slower  con¬ 
temporaries  lest  he  spoil  his  workpiece,  to  his 
own  chagrin.  Also,  the  instructor  must  cooper¬ 
ate  by  making  basic  projects  relatively  simple, 
by  encouraging  and  aiding  the  slower  workers 
(but  not  to  the  detriment  of  the  class — he  must 
not  begin  doing  the  slowpoke's  carving  for 
him)*  by  providing  the  fast  worker  with  more 


detail  to  carve  (the  veins  in  the  fish  fins,  more 
elaborate  chip-carving  designs,  and  the  like), 
by  asking  the  naturally  faster  worker  to  assist 
in  instructing  the  slower  ones,  and  by  assign¬ 
ing  the  slow  workers  more  homework,  If  proj¬ 
ects  require  only  one  session  or  a  bit  longer, 
the  disparity  in  carving  speed  will  be  less 
apparent,  and  it  is  also  possible  to  interest  the 
fast  worker  in  an  auxiliary  (but  similar)  project 
he  can  do  while  he  is  waiting  for  his  slower 
contemporaries  to  catch  up. 

Further,  some  people  are  naturally  timid 
about  really  cutting  in—either  through  fear  of 
making  a  mistake,  or  "wasting”  the  wood,  or 
the  time  spent  on  the  project  thus  far,  or  of 
cutting  themselves.  They  need  extra  care  and 
encouragement,  with  some  swashbuckling  cut¬ 
ting  by  the  instructor  from  time  to  time  to 
increase  their  daring.  Others  are  perfectly 
willing  to  play  dumb  and  Jet  the  instructor 
carve  most  of  their  project  to  "help  them  catch 
up,'*  to  ask  a  stream  of  questions  or  to  want 
special  help  They  can  thus  rob  the  general 
group  of  instruction  time  and  slow  up  the 


Typical  teudiei's  tikis — Ah  initial  |jrujc<i 
is  sine  natural  material*  (willow,  apple,  cher¬ 
ry.  or  other  straight  er«*incd  aid  pithless 
twigs}  is  the  whammy  diddle  (lower  iifj htl  It 
IS  rHSCTflinliy  n  n  rude  carrying  n  pfuc  pro¬ 
peller,  with  notches  cot  in  n  line  to  mnke  u 
iAfk,  A  se-ennd  slick  H  usee!  to  stroke  ihc 
mtk  itnd  cause  prop  rotation,  Afeive  it  is  » 
simple  otter  (courtesy  Will  Bondhm),  tnmfo 


in  &traifihl-Rj*«t}HeiI  *ijfi  wood,  winch,  with  a 
tiltlr  round  i  hr.  becomes  o  paper  knife.  At 
lower  left  are  step  -  by  step  figures  of  the 
author's  Skipper  Stutt'l,  and  above  them 
demonstration  pieces  for  rl»  chain,  hntl-ir> 
ti’Cfifje  end  fan,  At  renter  ra  n  monogram, 
showing  basic  V-<utt  with  a  knife. 
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whole  process.  Following  the  Biblical  injunc¬ 
tion  about  the  lost  lamb  can  make  difficulty  in 
a  woodcarving  class! 

Teaching  woodcarving  is  more  involved 
than  teaching  whittling,  of  course,  both  be¬ 
cause  more  tools  and  techniques  are  involved, 
and  because  some  form  of  table  or  bench  and 
holding  device  is  usually  considered  neces¬ 
sary.  If  projects  are  carefully  selected,  any 
sturdy  bench  or  table  will  do,  but  as  the  work 
progresses  in  complexity,  some  form  of  hold¬ 
ing  device  becomes  necessary,  requiring  ta¬ 
bles  equipped  at  least  with  carpenter's  vises 
and/or  holes  for  woodcarving  screws. 

For  figures  and  busts,  the  woodcarveFs 
screw  is  helpful,  however.  This  suggests  use  of 
a  manual  arts  room  in  a  local  school,  although 
the  usual  benches  with  undercabinets  become 
a  nuisance  after  a  time  because  your  knees 
keep  bumping  the  base.  Some  teachers  have 
designed  their  own  benches  and  tables,  some 
of  which  are  somewhat  portable,  with  detacha¬ 
ble  legs,  so  they  can  be  moved  to  different 
teaching  sites.  But  it  is  possible — by  selecting 
projects  carefully,  as  I  said  earlier — to  avoid 
many  of  these  problems.  A  :r/4  X  4  X  12-inch 
board  can  be  nailed  or  held  with  double-sided 
adhesive  tape  to  a  bench,  for  example,,  and  a 
small  figure  blank  can  be  nailed  or  glued 
temporarily  to  a  base  which  in  turn  can  be 
fastened  to  the  bench.  A  board  as  large  as  3/i 
X  12  X  12  inches  usually  has  enough  surface 
that  friction  will  hold  it  stable  under  ordinary 
circumstances. 

For  wood  carving,  it  is  usually  advisable  to 
provide  tools,  rather  than  to  rely  on  what  the 
student  can  bnng.  !  have  usually  provided 
standard  commercial  tools,  then  sold  them  to 
interested  students  at  the  end  of  the  course. 
This  procedure  requires  selection  of  projects 
to  suit  available  tools,  and  the  instructor  must 
be  willing  to  undertake  the  necessary  sharpen¬ 
ing  of  new  tools,  an  onerous  chore  when  a 
large  number  of  tools  is  involved.  For  a  class 
of  six  or  seven,  I  provide  a  dozen  tools:  six 
1  te-inch  farmers  (carpenter’s  chisels  are  cheap¬ 
er),  a  veiner,  two  Vi-inch  flat  gouges,  two 
Va-inch  half-round  gouges,  and  a  "A- inch 
half-round  gouge,  T  add  from  my  own  set 
another  dozen  or  so  tools,  including  the  sev¬ 
enth  Va  inch  firmer,  a  V-tool,  some  spoon 
gouges  of  various  sizes  and  shapes,  V#  and 
V-j-ineh  farmers*  etc.,  as  the  projects  may 
require-  I  have  two  or  three  mallets  of  the 
proper  size,  but  encourage  students  to  whittle 
their  own  from  a  2  X  2-inch  slab  until  they 


determine  w*hich  size  and  weight  they  want. 
Some  instructors  I  know  have  unique  methods 
of  providing  tools  to  beginners— several  make 
their  own,  sometimes  from  files,  old  saw- 
blades,  or  even  umbrella  stays. 

In  addition  to  the  formal  tools,  it  is  also 
necessary  to  provide  abrasive  stones  and  slips 
of  various  sizes,  both  fur  demonstration  end 
for  practice,  drawing  tools  such  as  dividers, 
triangles  and  squares — even  proportioning  di¬ 
viders,  calipers  and  other  such  sophisticated 
equipment  on  occasion.  Common  woodwork¬ 
ing  tools  such  as  chisels,  saws  and  planes  may 
be  found  necessary— again  depending  upon 
projects — as  well  as  a  scratch  awl,  breast  drill 
and  bits,  carbon  paper,  riffler  files,  rasps,  sand¬ 
paper  and  any  necessary  hardware,  like  brads 
(to  copy  designs).  Other  aids  may  well  include 
photographs  and/or  slides  of  whittling  and 
woodcarving  projects,  reference  books  and  il¬ 
lustrations,  ranging  from  the  ultrasimple  to  the 
sophisticated  (a  little  inspiration  doesn't  hurt), 
and  from  traditional  folk  art  to  historical  mu¬ 
seum  pieces.  If  the  teacher  does  not  have  such 
material,  it  can  be  purchased  from  museums 
and  art  stores,  or  found  in  art  books  and  the 
like.  And  always  an  appropriate  stock  of  adhe¬ 
sive  bandages. 

Incidentally*  to  cover  the  cost  of  materials, 
we  usually  charge  a  $5  fee,  which  takes  care  of 
two  or  three  blanks — such  as  a  dog,  a  Skipper 
Sami  and  a  nameplate  (whammydiddle  ma¬ 
terials  are  available  for  the  collecting  in  most 
areas),  plus  a  beginner’s  whittling  knife  for  the 
whittling  course.  Such  a  knife  retails  for  about 
$  1 .75.  In  some  cases,  we  have  added  a  copy  of 
my  first — and  most  basic-book,  Whittling 
and  Woodcarving ;  which  can  be  purchased  in 
quantity  for  something  over  a  dollar. 

In  teaching  a  group,  particularly  a  larger 
one,  a  blackboard  or  several  large  sketches 
will  be  helpful  to  reinforce  the  demonstration 
and  discussion.  I  have  used  both  charts  and 
the  board;  the  board  has  greater  flexibility* 
but  it  does  take  time  to  make  the  sketches  as 
they  are  needed,  and  eventually,  some  sketch¬ 
es  must  be  erased  to  make  way  for  others. 
Some  instructors  provide  mimeographed  or 
offset  copies  of  such  sketches  to  students. 

Many  teachers  will  also  have  individual 
students  or  small  groups  for  pay.  This  is  a 
totally  different  situation;  it  should  presume 
that  the  student  has  particular  interest  and 
that  the  teacher  can  then  proceed  at  a  pace 
and  in  the  direction  that  the  particular  situa¬ 
tion  requires. 
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A  Basic  Instruction  Sheet  for  the  Knife: 

Selection,  Use  and  Care 


When  I  learned  that  my  “small  class  of 
parents  and  children’1  had  bulged  to  twenty- 
five  people  a  while  back,  I  decided  that  I 
needed  some  sort  of  take-away  teacher’s  aid. 
so  produced  this  two-sided  sheet  of  typical 
knife  cuts.  It  proved  so  useful  and  popular  that 
I  have  used  it  since,  even  though  classes  were 
smaller  It  has  proved  helpful  in  assigning 
“home work’ 1 — study  of  it  is  in  fact  “home¬ 
work” — -and  has  reiterated  and  put  into  more 
permanent  form  the  remarks  I  make  in  intro¬ 
ducing  tyros  to  the  knife  as  a  tool, 

I  have  checked  the  sheet  with  a  number  of 
people,  H  M.  Sutter  of  Portland.  Oregon, 
contributed  a  specimen  sheet  he  has  used  for  a 
number  of  years;  it  shows  three  basic  knife 
cuts,  the  same  as  those  the  late  Ben  Hunt 
suggested  in  his  whittling  book  of  1944.  Later, 
in  his  1961  edition.  Ben  dropped  the  guided 
cut,  which  both  Mr.  Sutter  and  I  feel  was  a 
mistake,  particularly  in  instructing  beginners. 

In  my  own  first  book.  Whittling  and 
Woodcarving,  in  1936,  I  mentioned  four 
“grips”  for  the  knife,  corresponding  to  the 
pointing,  drawing,  slicing  and  thumb-pushing 
sketches  in  my  current  chart.  I  also  wrote  of 


The.  Basic  Cuts 

THUMB  CARVING—  tfathuirjl 
on  tjjtf  bfocK  of  wood  and  pull  tha 
toward  tb<  Jftumb  fcy  5£U«azmo  th*  mt* 
tliLstralFon 11  Bv  B*  Ktipirtf  thumb  r£id 

Thl  black  should  Our'ijy  hTuCh  fh*  +hunsb 
when  the  cut  Is  comp  #  In  tcaq,  of 
doubt  a  pifcce  of  odhtsivc  tapt 

around  thfc  thumb#  Sinat 
this  method  offers  fht jpnatcst  ^ 
Cflftlral  use  itWhene^r  ^ 

GUIDED  CARVING- 

Thf»  r^uir&s  a  kthe 
pra  d-i cti  but  i*>  no t diffi oA \ 

Plt^cft  the,b4CK  of  the  Dial* 

On  tha>  t !f>  of  the  thumb  at 
the  opposed  hand  and  pu*h  or  rotata. 
the  biaie  through  tha^  piece  of  w®od# 

S — Se*  Illustration  WGM 
Th«s  method 
noceisorj  whin  .you 
cant  reach  to  Cut 
by  thumb  car  vino* 
CHIPPING-* 

*  Th  a  imporiant 
tbiDfis  fa  do  in  Chipping  are  neap  the 
sknf  of  tha  blade  +he  Same  when  cuffing 
from  bo+b sides  and  cut  the  pi^ce  of 
wood  entirely  truA  -  -  dent  pop  err  bf%4K 
it  foostf*  IltusTrdtinn’P^ 

Ir  i6  u^uaflj-  taeier 
to  mane  a  series 
of  Ji^ht  Cuti  an  f  he 
Same  ffne  * 


Excerpurd  from  n 
nelrbook-siicft!  sftret 
issued  to  Boy  Scouts 
by  H  M,  Suiter, 
thus*  an*  i!h_j  three 
basic  cuti  in  curving 
wish  the  knife.  With 

fhrtm  aliinfi',  n  young¬ 
ster  can  produce 
I  hi  rigs  like  necker¬ 
chief  slide*  flnd  sim¬ 
ple  shnpcf.  but  1  feel 
that  mor#  cul*  are 
wjcew^y  for  com¬ 
plete  versatility. 


eight  cutting  actions  or  strokes:  straight, 
sweep,  stop  or  outline,  chisel,  scraping,  tip. 
saw*  and  rocking.  These  are  mostly  self-ex¬ 
planatory  from  the  names. 

I  believe  the  usual  whittle r  is  basically  a 
craftsman;  hence  he  has  some  skill  with  tools. 
Thus  he  will  instinctively  use  a  knife  correctly. 
Women,  with  their  experience  at  paring  fruit 
and  vegetables,  arc  much  better  trained  at  the 
paring  cut  than  are  men- — the  most  important 
single  cut  in  figure  carving.  (But  many  expect 
the  wood  to  act  like  a  vegetable  and  are  a  bit 
surprised  at  its  greater  resistance  and  lesser 
tractability.)  Women  in  general  have  greater 
finger  dexterity  than  men,  but  men  have 
greater  arm  control  and  so  do  much  better  with 
the  heavier  cuts,  (They  also  usually  handle  the 
mallet  better  than  women  for  this  reason,  but 
there  are  notable  exceptions.)  In  either  case, 
even  the  tyros  among  adults  seem  to  learn 
rapidly  how  to  handle  a  knife  well  enough  to 
avoid  cutting  themselves  and  to  use  an  appro¬ 
priate  cut  in  a  particular  situation.  However, 
so  many  people  are  being  taught  whittling  in 
short  courses  these  days  that  this  condensed 
instruction  manual  may  be  of  help  to  others. 

One  added  note  for  beginning  carvers:  It 
may  be  advisable  to  put  an  adhesive  bandage, 
glove  finger  or  rubber  fingertip  (from  office 
supply  stores)  over  the  ball  of  the  right  thumb, 
and  possibly  a  bandage  or  glove  finger  on  the 
middle  joint  of  the  right  index  finger  (this  one 
to  avoid  blisters)  for  a  time.  Some  beginners 
have  even  worn  a  left  glove  with  considerable 
success.  (If  I  had,  I  might  have  avoided  my 
first  whittling  scar  on  my  left  forefinger,  ac¬ 
quired  over  sixty  years  ago,) 

Many  beginners  have  an  instinctive  fear  of 
cutting  themselves,  and  some  have  been 
taught  never  to  cut  toward  themselves.  Both 
of  these  must  be  countered  by  sane  advice  and 
demonstration,  reiterated  whenever  you  note 
someone  holding  back  from  fear.  Everybody 
cuts  himself  at  one  time  or  another;  I  recently 
was  the  first  as  I  began  a  new  class.  Students 
believed  T  had  done  it  with  intent  to  ease  their 
fears:  I  only  wish  it  were  so!  In  any  case,  the 
use  of  adhesive  bandages  will  decline  rapidly 
after  the  first  session  in  vvhich  actual  finished 
wood  is  cut;  for  some  reason,  whammydiddle 
whittling  does  not  seem  to  lead  to  cuts. 


PARING  CUT 

Good  cut  control"  wa4tk  tLumL- 
Foree  from  hard  clenching 


POINTING  CUT 
fc  control  -K«nce  danger 

ce  from  Orm  mascles 


Hand  nn'aY 

■*-  tiiffild  cn 


DRAW  CUT 

Poor  control'  fends  to 
fellow  gram.  Arm  force 


<  11 

fuel's 
U  |  {  fluidic  on  ivrfacC 

W;  ,  •  I  '/TV 


CHAMFER  or  CURL  Cur 

Cl 054  control  *■  ttWSf  CU.+ 


\  w. 


HK*  tK  **■-  f 


TYPICAL  ANILE  CUTS  —  ONE  HAND!  and  TWO 


LEFT-THUMB  ASSIST 

Oo*f  control-more  force 
S^orf  c  c<3c  tufs  or  f  having 


LEFT  INPEK'FlNGfR  ASSIST 
Shaving  cuds.  Work  must  be 
tlflrnprd  or  field  by  If ft  hard 


Ltfl-MVDIX  DRAW  CUT 
Slaving  r  detailing.  Gives 
(Jose  coHrol  with  rrorr  force 


THUHB  PUSH  POCKIWGCUT 

Short*  Cuts  -  greater  jWS5(-tre  Chip  Cdrvirig  -good 
control-  Arm  force  across  grain- Arm  force 


SLICING  CUT 
C  l<?5G  control  -  may  tend 
to  follow  gram.  Arm  force 


STAB  ^  Drill  cut  Hollow  cut 

Series  of  hand  pus  hes.  Tip  uM  concave, 

Odngcr  of  bLjdc  dosiig  WakhqramUJ 


HAND5J 


guillotine  cut 

Adds  force  at  blade  tip 

Left  mdeic  fir^f  r-  or  thwm  b  putih 
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The  Knife — Select  knives  to  suit  your 
project  or  location.  A  pocket  knife  is  more 
portable,  but  [ess  safe,  than  a  fixed-blade 
one.  I  carry  two  pockctknives,  one  regu¬ 
lar  size,  one  a  penknife*  each  with  two 
blades,  the  smaller  one  pen  shape,  the 
larger  B-clip  (see  sketches).  Thus  T  have 
both  small  and  large  blades,  wide  and 
narrow,  short-  or  long -pointed  Blades  are 
carbon  steel  rather  than  stainless;  they 
hold  an  edge  better  end  longer,  hut  cor¬ 
rode  if  not  kept  oiled.  Knife  can  be  $10  or 
more.  For  heavy  cutting  at  home,  I  use  a 
fixed-blade  knife  with  larger  handle;  it's 
safer  and  easier  to  grip.  (A  cork  over  the 
tip  makes  it  transportable-)  For  tiny  de 
tail,  a  small  disposable-blade  knife  with 
pointed  blades  is  useful  but  blades  are 
over-thin  and  the  screw  chuck  has  a  habit 
of  releasing  and  letting  the  blade  swivel  at 
inopportune  moments-  For  most  work,  a 
1 1  '2  in-  blade  is  long  enough-  Blade  width 
is  important:  The  wider  the  blade  the 
larger  the  surface  resting  on  the  wood* 
stabilizing  the  blade  and  giving  a  straight- 
er  cut-  The  narrower  the  blade,  the  less 
the  support  and  the  greater  the  control 
needed,  but  the  greater  the  ease  of  carv¬ 
ing  concave  surfaces  and  in  limited  areas. 
Beware  of  knives  that  do  not  open  and 
close  securely  or  that  allow  the  blade  to 
wobble  sidewise,  or  that  have  blisteF- 
causing  crevices  or  corkscrews,  too  many 
blades  or  too-rigid  finger  impressions. 

Keep  the  knife  sharp,  so  excessive  force 
is  not  required  to  cut  with  it.  and  so  the 
blade  cuts  cleanly  instead  of  tearing  the 
wood  fibers.  Good  steel*  properly  sharp¬ 
ened,  will  hold  its  edge  fora  day  or  two  in 
constant  cutting  of  soft  woods,  but  may 
need  a  touch  up  after  an  hour  or  two  on 
hard  woods.  It’s  best  to  carry  a  small, 
fine-grained  stone  in  a  case  for  touch  up, 
even  a  strop  (leather,  mounted  on  a  wood 
block  and  oiled)  for  a  really  keen  edge  for 
finishing;  a  good  whittler  usually  has 
edges  he  can  shave  with. 

A  knife  is  an  edged  tool  and  is  therefore 
worthy  of  utmost  respect-  Momentary 
loss  of  attention — from  fatigue*  careless¬ 
ness,  watching  TV,  conversing — can 
cause  trouble.  Never  put  anything  in 
front  of  the  blade  that  you  don’t  expect  to 
cut  Beware  of  sticking  the  blade  tip  into 
the  wood  tightly;  the  blade  may  close  on 
your  fingers.  Also,  keep  your  hand  out  of 
the  way  when  you  close  a  blade.  Never 
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open  two  blades  at  once-  Watch  the  heel 
of  the  blade;  a  finger  that  slips  forward 
onto  it  may  get  a  nasty  cut.  The  '‘boss’*  on 
a  folding  blade  helps  avoid  this:  it  also 
protects  the  handle  from  abrasives. 

Don't  hammer  the  blade  back  to  drive 
it  in  unless  the  blade  is  a  sloyd  made  for 
such  treatment.  Never  sharpen  on  a 
wheel,  unless  you  are  removing  nicks  or 
reshaping;  then  coo!  the  blade  twice  as 
frequently  as  you  think  necessary  to  pre¬ 
vent  burning.  Don’t  use  the  blade  to  pry, 
and  don't  apply  sidewise  pressure,  Don  t 
pare  fingernails,  cut  paper  or  cardboard, 
fiber  tapes,  wire*  or  scrape  with  a  good 
hladc;  that  takes  the  edge  off  faster  than 
whittling.  Cutting  newly  sanded  areas  is 
also  hard  on  a  honed  edge.  Last,  a  little  oil 
on  blades,  pivots  and  springs  is  a  help. 
Pockets  and  hands  are  sweaty,  and  sweat 
corrodes. 

Using  the  Knife — Adjust  chip  size  to 
wood  and  grain  and  design.  Large  chips 
can  bo  cut  in  soft  wood,  particularly  with 
the  grain,  but  may  tear  out  the  end,  cause 
splits,  or  “run”  with  the  grain.  The  harder 
and  grainier  the  wood,  the  smaller  the 
chip.  Red  nee  chip  size  as  you  approach 
finishing.  Don't  try  to  finish  details  in  an 
area  until  you  finish  adjacent  ones;  if  the 
knife  slips,  there's  no  wood  left  to  correct 
a  gash.  Cuf  chips  loose;  don't  try  to  pry 
them  out.  Wedging  may  break  the  blade 
tip,  split  the  wood  or  cause  dents  and 
bruises  on  adjacent  edges  used  as  ful- 
crums. 

In  cutting  a  slot  of  V-groove,  make  a 
center  stop-cut  first,  then  angle  to  it  from 
each  side.  Cut  with  the  grain  at  all  times, 
if  possible;  counter-grain  angle  cutting 
causes  splits  unless  your  knife  is  razor- 
sharp.  Cutting  across  grain  is  always 
harder  and  slower  than  wiih-grain  cutting 
and  is  likely  to  make  trouble  because  of 
the  increased  pressure.  Therefore*  make 
across-grain  cuts  before  adjacent  with- 
grain  ones  to  avoid  splitting  and  overruns. 
A  pointed  blade  can  be  used  to  drill  a  hole 
by  rotating  it,  but  it  tends  to  tear  across- 
grain  edges  and  there  is  danger  of  break¬ 
ing  the  knife  tip.  If  you  cut  accurately  and 
cleanly*  and  remove  feathers  and  splin¬ 
ters  as  you  should,  sanding  should  be 
unnecessary;  it  blurs  sharp  outlines  and 
“smears”  the  surface.  Use  worn  sand¬ 
paper  tightly,  if  you  must  sand. 


^  Pointers  on  Sharpening  and  Mallets: 

A  Roundup  of  Suggestions 


and  he  that  cleaveth  wood  shall  be 
endangered  thereby.  If  the  iron  be  blunt,  and 
he  do  not  whet  the  edge,  then  must  he  put  to 
more  strength*  .  P  *  (Ecclesiastes  10:  9 

and  1GJ 

Tool  sharpening  has  always  "bugged'"  carv¬ 
ers.  but  the  recent  tricks  credited  with  solving 
the  problem  make  traditionalists  shudder,  be¬ 
cause  they  involve  buffing  or  lapping  wheels, 
emery  cloth,  fluid  abrasives,  flexible  hones 
and  the  like.  I  have  been  impressed  particu¬ 
larly  by  the  number  of  carvers  who  hold  an 
edge  on  knife  and/or  chisels  by  buffing  or  even 
sanding  on  old  paper,  and  by  specially  built 
power- operated  hones,  some  with  emery- 
charged  maple  disks  with  peripheral  grooves 
matching  the  shapes  of  various  gouges.  If 
you  Ye  in  a  hurry — and  who  isn't  when  sharp¬ 
ening  is  involved? — these  devices  save  consid 
erable  time.  Here  is  a  roundup  from  conversa¬ 
tion  and  correspondence: 

Bill  Higginbotham,  Camarillo,  California, 
uses  a  paddle  of  !/,i-  or  'Vs- inch  wood,  llk 
inches  wide  and  II  inches  long,  with  a  4lh- 
inch  handle  whittled  at  one  end.  He  faces  the 
rest  with  1  lfa  X  6-inch  strips  of  8*  or  9-ounce 
belt  leather  or  heavy  suede,  roughening  the 
smooth  face  of  the  leather  so  it  will  hold  to  the 
paddle  with  contact  cement.  The  handle  end 
of  the  leather  is  beveled,  then  the  rough 
leather  surfaces  are  coated  with  any  of  these 
lubricants:  petroleum  jelly  (Vaseline),  lanolin, 
graphite  grease,  fine-grinding  compound. 

My  (Tuslielsi  kidiacfe  lwt>  heavy  cocoboto  am*  (reiw  row,  tofu  and 
lutj ) ik titer  miipk-  opfs  o!  the  convert) ion;* |  “ixitalc-mnsbof'' 

In  front  now  the  iHnce  sm^tt  rvtftJEe**  <tc*lrlipd  on  ihe  nerl 
pace. 


Iamb  fat,  or  any  other  greasy  substance  that 
will  remain  pliable.  (Lamb  fat  is  less  desirable 
than  some  of  the  others  because  it  may  be¬ 
come  rancid  and  must  be  heated  so  it  will  soak 
in.) 

One  greasy  surface  is  coated  with  No.  400 
Carborundum  dust,  sprinkled  on  and  spread 
evenly  by  stropping  with  a  knife.  The  opposite 
face  has  a  similar  coating  of  jeweler's  rouge.  A 
small  amount  of  fine  machine  oil  or  mineral  oil 
will  ease  the  spreading.  (When  stropping  to 
spread  the  dust  or  rouge,  the  knife  blade  is  laid 
flat  on  the  strop  and  moved  heel  first  to  avoid 
rounding  its  cutting  edge.)  To  use  the  strop, 
hone  as  a  barber  strops  his  razor,  first  on  the 
Carborundum  side,  then  on  the  rouge  side. 
Stropping  should  be  fairly  frequent  to  main¬ 
tain  a  sharp  edge. 

Andy  Burt.  Tucson,  Arizona,  says  he  has  a 
complete  selection  of  stones,  hones  and  slips, 
but  has  always  had  trouble  sharpening,  partic¬ 
ularly  V-tools.  His  criterion  is,  of  course,  an 
edge  that  he  can  shave  with.  In  the  past  year 
or  so,  he  has  "stumbled  onto”  a  technique  that 
really  works  for  everything,  as  long  as  you  can 
get  to  both  sides  of  the  blade.  He  starts  with  a 
cheap  two- grit  manufactured  stone  with 
medium-  and  fine-grit  sides.  He  gets  the  shape 
of  edge  he  wants,  then  strops  on  a  leather  strop 
charged  with  rouge  or  a  fine  valve-grinding 
compound  to  get  rid  of  the  feather  edge.  He 
says,  "This  is  quite  visual,  and  usually  a  few 
strokes  do  it.”  Then  he  has  a  loose  buffing 
wheel  on  his  bench  grinder  (not  a  sewn  wheel), 
charged  with  the  white  chalk  compound  used 
commercially  for  polishing  stainless  steel.  (He 
has  tried  tripoli,  rouge  and  other  buffing  com¬ 
pounds,  but  likes  the  chalk  better  than  any.) 
Says  he:  "Buffing  the  tool  away  from  the 
cutting  edge  gives  it  the  most  beautiful  edge 
Fve  ever  been  able  to  get— the  V-tools  in 
particular.  The  loose-flapped  wheel  gets  into 
every  cranny  of  the  tool/'  He  tests  by  taking  a 
cut  or  two  across  whatever  wood  he  is  carving; 
if  any  part  of  the  edge  "drags,"  it's  back  to  the 
buffing  wheel  for  a  few  seconds. 

Fred  Latimer,  McGraw,  New  York,  reports: 
“The  Japanese  wood-block  artists  held  all 
chisels  on  the  stone  the  way  we  would  a 
gouge — from  the  side.  Place  the  bevel  flat  on 
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the  stone  and  push  left  to  right.  The  bevel  is 
reshaped  or  sharpened  quicker  and  to  the 
sharpest  possible  edge.  This  works  with  part¬ 
ing  tools  as  well.  For  stropping,  I  use  a  cloth 
buffing  wheel  and  jeweler's  rouge  on  an  elec¬ 
tric  drill." 

Dr.  Bill  Knapp,  Flint,  Michigan,  finally 
bought  a  belt  sander  of  the  type  used  by 
lapidaries  He  built  a  “fence"  or  fixture  on  the 
end  of  the  belt  {see  sketches)  from  metal¬ 
shelving  parts  bought  at  Sears.  The  tool  is 
placed  on  the  belt  with  the  handle  resting  on 
the  fence,  and  moved  forward  or  backward  to 
attain  the  desired  bevel.  When  this  is  achieved, 
a  file  mark  is  made  on  the  handle  where  it 
rests  on  the  fence,  so  it  can  be  reset  the  same 
way  for  future  sharpenings.  He  gives  gouges  a 
steeper  angle  by  adding  a  rail  or  resetting  the 
rail  higher  from  the  belt.  Because  the  gouge 
must  be  rotated,  he  puts  a  U-bolt  at  the  file 
mark  to  position  the  tool  properly.  He  does 
final  honing  with  a  buffing  wheel  and  com- 
pound. 


Top  kit—  How  J.  C.  Slant  wld  fittt*  *  V*1*  to  1,11 

ftiftht— Dr  K»rtpp’>  fixture  h*r  honing  is  muck  ol  shelving  ports. 

L^fl — Three*  small  mnlltats.  tht?  uppvr  two  ss  heavy  ns  »  bulky 
’  potato  masher,"  yet  much  smaller  m  dumettr,  and  the  third  for 
light  ynd  finishing  ui£. 

Writes  J.  C,  Stanfield,  Armnndale,  Virginia: 
“The  basic  problem  is  usually  too  coarse  a 
stone.  I  seldom  use  anything  coarser  than  a 
barber’s  hone  and  an  Arkansas  stone.  A  sec¬ 
ond  primary  fault  is  trying  to  sharpen  the 
entire  bevel  of  the  tool  rather  than  just  the 
cutting  edge.  As  a  result,  the  bevel  is  slightly 
rounded,  and  a  true  edge  is  never  obtained. 
Only  the  final  Vm  or  }h>  inch  of  the  edge  need 
be  sharpened  (see  sketch}.  You  are  usually  at 
the  correct  angle  when  the  edge  picks  up  a 
film  of  oil  from  the  stone  as  you  stroke. 

“If  the  tool  is  new  or  nicked,  start  with  a 
bench  grinder  and  fine  wheel.  Use  slips  only 
on  the  inside  of  gouges;  never  a  coarser  stone, 
to  remove  the  wire  edge  from  time  to  time. 
Next  use  a  razor  stone  (a  barber's  hone)  for 
smooth  honing,  with  the  slips  to  take  off  the 
wire  edge  as  before.  I  have  a  bench  grinder 
with  3 1  / 1  X  7-inch  spiral-sewn  muslin  buffing 
wheel  and  jeweler’s  rouge  for  stropping.  On 
V- tools,  the  bottom  corner  must  be  rounded 
off  slightly,  both  in  grinding  and  honing,  to 
eliminate  the  hook  that  otherwise  develops 
where  the  two  cutting  edges  join.  The  slip 
must  also  be  the  correct  shape  to  fit  the  inner 
surfaces,  and  excess  pressure  on  either  side 


Top _ Om  way  tv  ft  tv  tool*— in  i\r*vwn  by  type  a nd  ebc.  Tti* 

cnhttirl  can  be  pievfckttl  wiJh  do  me  packet*,  and  tools  selected  lo 
suil  the  joft.  Cun  tor  A  heavy  canvas  roll  wiTh  nnd  pods etc  for  slips 
tnaltM  n  fiiiiv^mcnl  currying  devi®*  h,r  tools  on  trips.  End  Hops 
ptuiircT  cutting  Above  -  -Two  heavy  -duly  carver*  knives 

ground  from  putty  knives  Hundloa  are  comfortable,  the  steel  is 
Eood,  and  the  knives  nre  rhwtp— and  shape  can  be  whatever  b 
doored.  These  were  mode  by  J  J  Phillip.  Whittier.  Cjriilumie 
who  minis  of  the  tfcutg^r  of  burmh£  the  sleol  by  too  raptd  grinding 

must  he  avoided.  Also,  to  save  money,  emery 
doth  can  be  used  to  replace  the  wide  variety 
of  stones  that  I  have.  By  folding  it,  you  can 
clean  out  V's;  by  wrapping  if  around  a  finger 
or  doubling  it,  you  can  clean  out  gouges;  and 
by  laying  it  flat  on  a  magazine  or  similar 
cushion,  you  can  use  it  as  a  flat  stone. 

At  the  Columbus  (Ohio)  Chippers1  Show,  l 
was  given  an  abrasive-impregnated  rubber 
strip  %  X  1  X  6  inch  for  honing  tools.  The 
giver  explained  that  a  swipe  or  two  away  from 
the  cutting  edge  at  regular  intervals  makes  the 
usual  stropping  and  honing  unnecessary.  In 
the  limited  time  Fve  had  in  which  to  try  it,  it 
seems  to  work.  It  is  available  in  coarse-, 
medium-  and  fine-grained  sizes. 


William  Engel,  Fairview  Park.  Ohio,  car¬ 
ries  two  pocketknives,  one  a  penknife  and  the 
other  what  used  to  be  called  a  jackknife,  Fhe 
larger  knife  has  three  blades,  a  sheepfoot,  a 
clip  and  a  spey.  The  first  two  he  has  sharpened 
from  one  side  only,  one  on  one  side,  the  other 
on  the  other  The  resulting  long  bevel  has  a 
cutting  action  like  that  of  a  drawknife,  but 
it  is  directional.  Bill  remembers  that  his 
carpenter-contractor  father  liked  a  long  bevel 
on  wood  chisels  and  plane  irons,  and  that  he 
sharpened  them  with  3  figure-eight  motion  on 
the  stone.  To  maintain  even  wear  on  the  stone 
corners,  he  did  some  semicircular  sharpening 
on  each  corner. 

Through  the  years,  I  have  developed  that 
habit  of  using  a  light  mallet  rather  than  my 
hand  to  drive  veiners,  V- tools  and  small  chis¬ 
els  generally.  This  gives  me  better  control, 
more  uniform  cuts  and  no  overruns  or  prob¬ 
lems  with  knots  or  grain  in  harder  woods, 
particularly  when  my  bursitis  is  kicking  up. 
Also  I  have  fewer  bruises  and  no  heavy  callous 
or  lump  in  my  right  palm,  which  some  carvers 
accept  as  an  occupational  hazard*  The  mallet  I 
use  is  turned  from  hard  wood,  with  a  head 
roughly  2  inches  in  diameter  by  3  inches  long, 
and  weighs  6  ounces.  Easier  to  use  than  the 
conventional  “potato -masher"  mallet  of  coco- 
bola  or  lignum  vitae,  which  I  use  for  roughing, 
is  a  lead  or  babbitt  head.  Chester  Card  pre¬ 
sented  me  with  a  turned  maple  handle  with  a  2 
X  3-inch  lead  head  cast  on  it.  This  one  weighs 
about  I1/*  pounds.  It  is  easier  to  maneuver 
than  the  larger  wood  one  but  is  tiring  if  used 
for  long  periods, 

H.  M.  Sutter,  Portland,  Oregon,  sent  me 
another  kind  of  mallet  devised  by  a  friend;  a 
2^/4 -inch  length  of  a  2-inch  wringer  from  a 
washing  machine,  with  the  steel  shaft  set  into  a 
6-inch  length  of  broom  handle  or  1 1  e-inch 
dowel.  The  rubber  surface  gives  bounce  and  is 
easy  on  tools  and  wrist,  while  the  steel  core 
gives  weight  and  solidity  to  the  blow'.  It  weighs 
13  ounces,  as  compared  with  18  for  my  coco- 
bola  onet  and  takes  a  little  getting  used  to, 
since  the  rubber  causes  the  chisel  to  cut  longer 
than  you  expect. 

You  might  want  to  try  some  of  these  varia¬ 
tions  for  yourself.  On  the  other  hand.  I  met  a 
carver  not  long  ago  who  uses  a  pneumatic 
impact  hammer  with  his  chisels,  which  gives 
him  3,000  blows  a  minute  with,  he  says, 
excellent  control.  That's  all  of  a  piece  with  the 
chainsaw  and  dental-drill  approach— which 
mechanizes  what  for  most  of  us  is  a  hobby.  If 
it’s  the  money  you're  after,  mechanize. 
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0  Every  One  a  Masterpiece: 


Five  Examples  of  “Technical  Acrobatics”  from  Museums 


Wc  fill  fcnmv  wliiltlrfS  I 
wJhs  have  made  chain*  I 
Iron’  maictiMjCk*,  j  k^it  I 
from  ic-oihp^ckt.  iVr  bera  I 
owed  by  Rtemen- 
Schneider's  and  DotvitdJo'rl 
carved  Incan,  by  Durtf*  1 
pr/iymg  hnnd*.  J>y  Gib*  I 
bons's  quo  king  foliage,  b)  fl 
Mcitrovic's  powerful  pan-  I 
«E,  hu i  collect  by  thr  Chf-  fl 
nesu  iieited  sphere*  in  no  I 
ry.  die  BuJirttsc 
m  ebony*  the  Indian 
screen,*  m  various  wood*,  fl 
Bui  these  pieces,  except  I 
for  the  ship  model  per  j 
hop*,  rwdi  ;Klds  n  touch  of  J 
whimsy  to  ihe  skill  end  1 
ini-’gmat  imi  it  hikev  lu  prc-J 
dure  a  mnslcTpitO*.  Tht.y  I 
are  n  filling  croup  with 
which  Ip  doiu  this  book  fl 
Fat  tell— Carved  about 
1895  by  Joknb  Abplandp 
of  Btk*n*.  Switzerland.  tbM 
life-sized  rose,  pin.*  e  b*n-  1 
ttrrfly  with  iiiterinnr,  u  I 
from  lb**  same  piece  of  I 
pearw&jd  u*  the  back  pu>-| 

uli  (The  frame  is  vpp&a&fl 
AbpEanoip  carved  ’t*-ur*  I 
aT  of  Ihe  ro&di:  vne  m 
Grindchuold  is  supposed* 
even  bettor  ihftn  this  one- fl 
Tim  box  below  it  was 
cprvcd  about  1890  hy 
Andrea*  Rum  min  nh-o  cf  I 
Brmnz.  IVo m  maple  End  a  fl 
aboui  7  in,  square-  Flow*  fl 
vis  *re  Edelweiss  ef*d 
Alpprrros^n  <n  dwarf  rh&-  I 
dnderulrOirt.  nit  carved  j 
from  the  solid  These  ft  re  I 
w  hat  Bnunimi'j  gfrndKHi  I 
la  tenchcr  at  the  school  fl 
there)  i-PilK  “it-clijucal  urrgl 
bn  tin  e.-irvinKs/’  Both  art  I 
rn  ihe  museum  of  the  KjoJ 
i  -..  ■••  •]  i  Sehnitzlurschule  it  I 
Uncru t.  The  model  bel  iw  1 
I  hem  i*  the  stem  quarter  I 
of  a  J  rcnrh  galleass  m  tee 
Mariner*  Museum,  Ntw>  I 
port  Nruu  Vu 
L-.-ii  top  —The  Holy  Msf-  i 
dideas.  bv  TiEnum  Kir-  j 
mcnschneideT.  now  m  f  I 
Bavarian  National  Mut^  i 
urn,  Munich  (photo 
H inner  Fctcmrbiv  Mur,- 
ehenl  According  to  lr£r;JU 
flbi  prayed  lor  riHt'fiitf  ] 

h  r  her  nudity .  The  f>i>  Jltd 
about  hlegize,  w  fcjTOwali 
■  mlziirl  y  :n  the  “bain  Mt*  j 
donna."  Beneath  «  m  a  | 
point  Into  jnl>ot  9  in.  lest] 
curved  in  Iimewood  by  j 
Grinling  Gil  Muons,  omr  I 
owned  and  worn  by  Her*  J 
ucl  Wrdjxib.  hut  now  m  I 
Ihv  Victoria  and  Albert  I 
London,  This,  I 
again  is  ii  single  piece.  1 
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Jlt/tliC  numbers  (91 }  indicate 
dm wings,  or  frontal  photos 
of  low-relief  subjects,  that 
can  be  copied  for  potlciits^J 
AlipJanalp.  *kikob.  enning 
of,  180 

Acolirm  harp.  14 
Africa,  carvings  from.  14,  55* 
60*  61,  131.  144  145.  140. 
747 

Alligator.  61  (crocodile);  aruc 
ul  tiled.  123 
Alpharn.  12 

AmerirKlian  designs,  4J*  119 
A ng«fet  2,  32.  ISO  153.  186 
Animals,  design  a  for,  Sil*  00. 
6t,  05.  66,  67.  68,  69.  72 * 
73.  7 8,  88.  94,  95.  f  JJ, 

154.  155,  171 
Antiquing  of  wood,  121 
Anvil,  carved,  25 
Ajinstles.  carved.  137 
Articulated  toys.  37 
Assemblies,  84*  85 
Austiia.  carving  of.  126,  127, 
175 

A  verso.  Joseph,  carving  by. 

79 

Baker.  Winnie,  carving*  of. 
162,  163 

Balancing  «  carving,  48 
Bali,  carvings  from,  68.  69, 

80 

Balkan  carving,  12 
Barometer.  carving  im\  92 
Barrdles,  for  h<nr*  JO 
Baumrni.  Andrews,  carving 
by,  186 

Bear,  climbing,  122.  123 
Bells,  J,  12 
Bilboc.|ULkl.  21 

Birds,  designs  for.  2,  22.  33, 
S3.  55.  65,  66.  67,  69.  71 , 
72.  73*  74  ,  75.  76.  78.  79. 
82,  S3,  88,  89*  92.  93,  96, 
JfJ*  171 

Bouts,  carved,  84.  186 
Bo  In,  24 

Bolo,  slides  for.  1 1 1 
Bone,  carving  of,  96 
Books,  for  carvers.  177 

Boomerang,  20 
Blend  boards*  /7i.  173 
Butter  mold*.  5 
Bunerfly  toy,  1J,  20 
Buttons,  curved,  138.  139 

Caducous,  carving  of,  /// 

Cam,  Rick,  carving  of,  149 
Candlesticks,  carved,  29 
Capiz  shell.  4 
Caricatures*  by  Jane  I. 

166  169 

Carriages,  silhouette*  of,  26 
Carvings,  finishing  black.  62; 
for  4 -color  reproduction, 

128;  quantity,  for  cuckoo 
docks,  78 


Chair,  carving  of.  106,  107 
CfaaBt,  Chita,  G**  ca  rvJ  by 

74 

Checkers,  design  for.  102 
Chess  flien,  gtom.  101-iftl 
China,  carvings  from,  II,  20* 
66,  67.  87 
Chip  carving.  8.  12 
ChrisTus,  138,  139.  150.  153 
Circus,  carved,  96 
Clark.  George*  carving  by, 

1 49 

Climbing  bear*  122.  123; 

monkey.  122,  123 
Clist*  Edward,  carving  by.  79 
Clocks,  cuckoo,  77.  78 
Coach,  Mage.  2H-  Washing- 
ton  s,  28 

Coat  of  arms,  109 
Cockhorse*  24 
Code  indirms  fPnrnma)*  de¬ 
signs  of.  57.  58 
Compote  dish,  29 
Cookie  molds.  5 
Costa  Rico,  enrvings  from, 

70,  71.  94.  95,  134.  136. 
142,  143 

Ciucixhlcs*  designs  for,  61 
Crow  call.  13 

Curm  in  din  r  13  (Pantfiroajt,  de¬ 
signs  of,  55 

DviVike.  Michael,  Carvings 
by.  149,  J 64.  165 
Designing,  170 
Desk,  cnrvings  for.  1 06-/97 
Detail,  how  much?  122 
Dolls,  designs  for,  55 
Dolphin,  45 

Door,  curved  Spams  h- 
Cnbninl,  43 
Dragon,  20i  komodc.  96 
Drum*.  13 
Duck,  79 

Eugle,  carving  Of,  78.  104 
170,  173 

Ear.  human,  carving,  129 
Easter  Island,  carvings  of. 

113 

Ecuador,  carving  l>nm,  131. 
132,  133 

El  Salvador,  carving  from. 

98.  99 

England,  carving  from.  6,  38* 
186 

Enlarging  patterns.  I 
Equation  of  Time.  1 2  \ 

E seller  M.C.,  designs  from. 

88.  89.  173 

Eskimo,  carving  depicting. 

122,  123 

Eye,  human*  carving  of,  129; 
to  fish.  48 

Focus,  human,  126  /20, 

1 31-/33:  racial.  128,  129 
Fairy  tales,  carvings  from* 

154,  155*  156*  163 


Feather,  34 

Ftnner,  Donald  M.,  carving* 
by.  4 

Fetishes,  Amerindian,  57.  58 
Figure*  human*  85.  86 
Fiji,  carving  from,  140,  141 
Finishing  on  carvings,  70* 

151 

Fireboard*  8S,  89 
Fish,  carved.  2,  32.  84  85, 
89;  Liupiod,  40 
Fisher  mao.  105 
Flute,  22 

Foliage,  carved.  82,  83 
Furniture  pyjjrle*  87 

Grt/inta,  21 

Germany  (West),  carv  ings 
from,  36,  66,  67,  77.  78 
96*  124,  127,  150  -153. 

186 

Gibbons,  Grinling,  carving 
fay*  186 

Gnomon,  in  sundial,  1 18 
Gourds.  Carved.  96 
Groin,  Allowing  for,  46 
Grasshopper,  33 
Gru'inmnn,  Richard  M*.  carv¬ 
ings  by,  161 

Guatei  Halit.  carvings  from, 

57.  58.  68  104/05*  134, 
135.  136.  138.  139,  140 

Hati.  I  low  to  carve,  124,  149. 
186 

Hawk,  red^shou hlered ,  75 
Ho nd*  human,  design  of.  99, 
104.  105*  144,  145 
Head,  human,  4 -way,  174. 

175;  12-way.  175 
H«dresl.  African,  55 
Ifernn,  green*  74 
Honduras,  carvings  from. 

194,  105 ,  106,  107 *  140, 

HI 

Hern,  carving  trf.  42 
Horse.  32,  1 72 ;  fetlock  de~ 
tniU  122:  123 :  hewd*.  19: 
Persian,  89.  91;  winged, 

S9.  91 

Human  figure*  design  of,  72, 
73.  99.  SU,  124,  I2C,  131. 
132,  133 ,  138,  139,  140. 
144,  145 ,  146*  147.  150, 
153.  162 *  163,  166-169 

Idols,  designs,  for.  58. 

110 -113 
Iguana*  €>9 

Images,  curved,  110,  III. 

113 

Improvisations*  97 
Indio,  carving*  from,  22 
Indian,  American,  carvings 
from,  41  \  design  of  cigar- 
store.  110*  111.  112.  113: 
design,  for  went  her  vane.  33 
Indonesia*  carvings  from*  66, 
67  (see  also  Bair) 


Inserts,  of  shell.  70 
Insti  Limenls,  musical,  12 
Intaglio  carving,  88 
IntarMii*  51*  92 
Italy,  carvings  from,  6.  41, 

87 

ivory,  carvings  of.  96*  124, 
152 

jack-in-the-box,  20 
Jaiiel.  Emd*  carvings  by, 
166-169 

Janus*  design  for*  123 
Jupon*  carvings  of*  67,  81*  83 
Jewel  box*  design  for*  123. 

186 

Kara  hi. s.  B  ,  carving  by,  1  75 
Knife,  for  chip  carving.  8; 

how  to  use,  180 
Knots,  designs  for.  29,  31 

Kith  be  Kiel  (Norwegian),  55 

Liberty,  Statue  of.  33 
Lithuania,  can  ing  of.  J  75 
Llewellyn.  Richard.  1 
Lougcsy,  Don  W-.  carvings 
by,  29 

Love  spoons.  38,  96 

Mndonnn*  stylized,  140 
Maiddoui.  Gilbert,  carv  ings 
by.  75 

Magi,  2.  150*  153 
Mnkrmde  curving,  146.  147, 
148 

Mallets,  use  of.  183 
Maori  designs,  51.  113 
Musks,  58.  59,  138,  139* 

144.  146.  147 
Moya  motifs.  98.  99*  104. 

105.  tOt,  107 
Mayo,  wooricarving  by,  104 
McCoy*  Grainger,  carvings 
by.  75 

Mermaid ,  38.  45 
Xfestrovich.  Ivan.  1 
Mexico,  carving  from*  3 *  J, 

10 *  12.  28.  41.  43*  69.  70. 
124,  142,  143 

Micliau  lunge  to,  Buuntirrotti,  1 
Miniatures,  of  people*  94,  95 
Minotaur,  63,  65 
Moais  fEauer  island),  I  JJ 
Mobile.  17.  46:  to  assemble* 
5D;  types  of.  50 
Molds,  butter,  5:  cookie,  5 
Monk,  design  for,  140 
Monkey,  71;  rope -climbing, 

122.  I23\  the  three.  81,  83 
Mottoes*  fer  sundials,  120 
Mouth,  human,  carving  of, 

129 

Multipart  carvings.  84*  85 
Nets uke*  67 

New  Guinea,  carving  of,  J/3 
Nicaragua,  carvings  from, 

106.  J07,  108 


Nichols.  Lfliitic.  carvings  of, 

95 ,  97 

Noah‘s  Ark.  72.  73 
Norway,  carvings  from.  60. 

61.  SO 

Noses,  human.  carving  of. 

J*20 

Oak.  carved  leave:..  73 
Omiflientt.  Christmas.  2 
Otter,  sen.  05.  97 
Owl*  snowy,  74 
Oyster.  articulated.  25 

Paddle,  canoe,  58,  50 
Panniiia,  designs,  of,  55.  5# 
Panels,  carved.  SC,  Si.  83. 
104.  105,  100.  107.  134. 
135.  136,  161 ,  162.  163: 
pierced,  81.  82.  83 ;  Ian- 
deift.  157,  159 
Panels,  designed  from  Liny 
tales.  109,  163 

Penguin,  20 

Pennsylvania  Dutch  carvings, 

6.8 

Peru,  carving  from.  41 
Philippine  Islands,  carving 
from,  80 

Pied  Piper.  151.  t52*  163, 
157,  159 ,  163:  in  ivory.  6? 
Pig-  35 
Pipe  rack,  8 
Pipes,  shepherd's,  12 
Plow,  35 

Poland,  carving  from,  126. 
127 

Polynesian  figures.  11 1 -114 
Fonape,  carving  from.  69 
Pony.  2:  head  of,  19 


Popgun,  17,  21 
Portugal,  carving  from.  VI 
Prairie  schooner,  28 
Propellers.  32 

Properties*  for  stage  use,  25 
Puzzles,  wood.  17,  37 
Pyrography,  on  hird  leathers, 
74,  79 

Questions  people  ask,  79 
Quixote,  Don,  98,  99.  133 . 
136 

Rack,  pipe.  8:  spoon,  173 
Reducing  patterns.  1 
Religious  figures*  50.  150, 
153 

Riemenschneiclcr.  Tilman. 

carving  of,  186 
Ring,  napkin,  94,  95 
Rose,  one -piece  carving.  186 
Rosewood,  curving  of.  52.  94 
124 

Scandinavia,  carving  from*  6, 
40.  55 

Scoops,  small,  29 
Scrimshaw,  96 
Sharpening  of  tools,  LB3 
Shell  inserts,  70,  97 
Ship  carved  model  of.  186 
Shoes,  carved,  109 
Sicily,  carvings  from,  6,  28, 
142 

Signs,  35,  36 

Silhouette,  m  carving*  51;  of 
carriages,  26 

Simplicity,  in  design,  impor¬ 
tance  of.  98 
Sky  hc,K)k.  24 


Snakes*  designs  for.  61 
Snowmen,  2 

Spain,  curving  from,  131.  iJ3 
Spools,  in  carving,  22 
Spoon  rack.  173 
Squares,  method  of.  90 
Stars.  2 

Stools,  designs  for.  54,  55 
Stylizing*  108.  125,  126. 

134-/36.  137,  IfiS 
Sundials,  H5-I21 
Sweden,  carving  from.  96 
Switzerland*  carving  from. 

12.  80,  150,  153 .  186 
Swordfish,  33 

Sycamore,  carved  I  eaves  of, 
78 

Symbols,  for  saints,.  137 

Tati  ili,  designs  from,  iiJ 
Tanagram  puzzle,  17 
Tandem  panels,  157-759 
Tangermrm,  E.  J„  carvings 
by,  5,  8,  9,  10.  14,  16.  18, 
19.  20,  22,  25,  26,  32,  38. 
46,  5L  52,  63,  64.  72,  73, 
77,  80*  84,  86,  87,  BS.  91. 

93.  96.  97,  101,  1 09.  110. 
Ill  115.  116,  118.  122, 
124.  125*  128,  154,  156, 
157,  170.  171*  175.  179 

Teaching.  1 78;  designs  for, 

/  78:  books  for,  177 
Teak,  for  sundials.  1 15 
Temple,  Maya  123 
Thailand,  carvings  from,  12. 

94,  95 

Thumb  piano,  14 
Tiki,  110.  113 
Toast  tongs*  JJ 


Tongue  depressors.  for  toys. 

12.  18 

Tools,  48.  62,  185 
Tops,  fof  bottles.  170,  173 
Totem  pole,  1 13 
Toys.  12,  16,  122,  125 
Trsnip  carving.  8 
Trobnand  Island  (wrving.  by 
Turkey  call.  13 
Tyrol,  carvings  from,  4J 

USSR*  carvings  from,  5,  20, 
80,  94,  95,  124 

Vanes,  went  tier,  32 
Viking,  head  of.  55 
Vinci.  Leonardo  da,  1 

Wales.  spoons  from.  38 
Weather  vanes,  32 
Whole**,  carving  oh  34,  44, 
46,  164 

Wlinmmydiddle*  178 
Wind  harp,  /5 
Windmill.  32 
Wood,  zebra*  52 
Woodcnrver.  carving  of  151, 
153 

Woods,  protection  against  rot¬ 
ting.  112 

Woods,  selection  of.  62;  vari¬ 
ety  in  carving.  46: 

Woods,  special  for  birds,  76 

Yo-yo,  21 

Zadkine,  Ossip,  carvings  by, 
126,  137 


Let  Me  Say  at  the  Outset  .  .  „  I 

Christmas  Ornaments  for  Fun  or  Profit 

Silhouettes  Are  the  Key  to  Success  2 

Molds  for  Butter  and  Cookies 

In  tag  ho  Designs  Are  Easy  Exercises  5 

Chip  Carving:  Ancient  and 
International 

Interest  Is  Reviving  in  This  Craft  8 

Instruments  and  Other  Noisemakers 

Percussion,  Reed,  Wind  and  String  12 

Vou  Can  Whittle  Toys 

Some  OldT  Some  New,  Some  Exotic  16 

Stage  Properties  Can  Be  Whittled 

How  to  Help  Your  Local  Theater  25 

Twenty  Transportation  Silhouettes 

Nostalgic  Outlines  for  Decoration  26 

How  to  Solve  Knotty  Problems 

Sometimes  the  Knots  Can  Be  Carved  29 


Weathervanes,  Wind  Toys  and  Signs 

Prom  Our  Past,  Simple  but  Graphic  32 

Love  Spoons  from  Wales  and 
Elsewhere 

Scandinavia,  Germany,  Mexico,  Spain  38 

The  Carved  Spanish  Colonial  Door 
Traditional  Revival  Makes  These 
Modern  43 

A  Whale  of  a  Carving  Project 

Seagoing  Mammals  Provide  Designs  44 

A  Tropical  Fish  Mobile 

Whittling  and  Balancing  Sixteen  Woods  46 

With  Animals,  the  Silhouette  is  the 
Key 

Low-relief,  Applique.  IntarsLa  51 

Primitive — And  Crude 

Cuna  (San  Bias)  Indians  Carve  for  Utility  54 

Primitive — But  Not  Crude 

Indian  Carvings  Arc  Strong,  Original  57 


African  Animals— Typical  &  Atypical 
Great  Diversity  Characterises  Tribal 
Designs  60 

Misinterpretations  Can  Be  Fun 

Make  Several  Pieces  from  One  Blank  63 

Some  Selected  Small  Animals 

Detail  Soils  Size  and  Shape  66 

Common  Animals  Uncommonly 
Carved 


A  Gallimaufry  of  Fauna  and  Ideas  68 

The  Descent  from  Ararat 

Animals  in  Low  Relief — How  They  Grew  72 

Contrast  in  Bird  Carving 

No  Feathers  vs.  Almost  Every  One  74 

Cuckoo  Clocks  Are  a  Tradition 

Design  Elements  Standardized  77 

Questions  I  Wish  You  Hadn’t  Asked  79 

A  Potpourri  of  Panels  about  People 

Carvers  Preserve  National  Traditions  80 

Pierced  Carving  in  Japan 

Intricate  Panels  Typify  a  Traditional 

Crafi  8 1 

Don't  Forget  Multipart  Assemblies 

Sometimes  the  Background  Hofds  Parts 
Together  84 

Possible— A  Carved  Jigsaw  Puzzle 

Animal  Panel  and  Furniture  Blocks  87 

Escher  Adapted  to  Wood  and  3-D 
Intaglio  and  Intarsia  Reinforce  Low 
Relief  88 

Just  for  the  Fun  of  Ft 

Fifty  Pieces  to  Carve  for  Pure  Pleasure  94 

Simplicity  Builds  Strength,  Cuts  Tune 

Salvadorenos  Show  How  to  Cut  Corners  98 

A  King-Sized  Chess  Set 

Largo  Pieces  Help  the  Audience  I  01 

Try  a  Mayan  Motif  Panel 

Powerful  and  Different  Designs  from 
Central  America  104 

Panels  Can  Be  Challenging  109 

Indians,  Idols  and  Images 

Each  Culture  Has  Its  Traditional  Carved 
Figures  110 

Sundials — And  How  to  Carve  Them 
Each  Musi  Bu  Calculated  for  Place  and 
Time  115 

How  Much  Detail  Is  Necessary? 

Animats,  Faces  and  a  Temple  Provide 
Examples  122 


A  Face  Can  Be  Your  Fortune 

How  to  Carve  the  Features  1 26 

A  Comparison  of  Faces  and  Figures 

Com  me  re  m  J  Ex  a  mp  les  Show  Sk  ill  131 

Stylizing  Can  Strengthen  Figures 

Some  Widely  Varied  Examples  Make  [he 
Point  134 

Stylizing  Old  and  New 

A  Study  in  Nonportraiture  137 

Selected  Figures  from  Central  America 
Native  Designs  Show  Strength— And  a 
Difference  138 

An  Introduction  to  African  Figures 
Fewer  Fetishes,  More  Figures,  as 
Tourism  Takes  Its  Toll  1 44 

Small  Figures  from  the  Alps 

From  Switzerland  and  Germany  150 

Carvings  Inspired  by  Folk  Tales 

Three  Answers  to  “Where  Do  You  Get 
Ideas?  154 

The  Pied  Piper  of  Mittenwald 

Three  Panels  in  Tandem,  and  How  They 
Grew  157 

Panels  Designed  from  Transparencies 
Projecting  to  Scale  Provides  Easy 
Patterns  161 

The  Whimsies  of  Winnie  Baker 

Silhouette  Panels  Need  No  Titfes  162 

Variety  Characterizes  Michael 
DeNike 

He  Carves  Many  Materials  164 

Emil  Janet's  “Little  People" 

Why  and  How  He  Makes  Them  166 

How  to  Make  Your  Own  Designs 

Modify,  Adapt  or  Innovute— But  Try  170 

So  YoiiVe  Been  Asked  to  Teach 

Some  Hints  for  th<  Neophyte  Instructor  176 

Books  Helpful  to  the  Carver  and 

Teacher  177 

A  Basic  Instruction  Sheet  for  the  Knife 

Selection,  Use  and  Care  1 80 

Pointers  on  Sharpening  and  Mallets 

A  Roundup  of  Suggestions  183 

Every  One  a  Masterpiece 

Five  Examples  of  Technical  Acrobatics* 
from  Museums  186 
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1001  DESIGNS  FOR 
WHITTLING  AND  WOODCARVING 

With  Over  1800  Illustrations 

E.J.Tangerman 

Whether  venire  a  beginner  or  an  cxpetmieed  woodcaner,  this  book  has  scores  of  projects 
suitable  for  you.  Choose  from  over  1 ,0011  designs  from  all  over  the  v  orld,  ranging  from  simple 
to  complex,  ordinary  to  exotic  realistic  to  fanciful.  Novices  will  find  simple  objects  like 
Christ  max  tree  ornaments,  butter  and  cookie  molds,  chip-carved  pieces,  tramp-carving,  gouge 
decoration,  silhouettes  and  more. 

Experienced  car vers  will  find  a  wealth  of  challenging  projects  including  patterns  for  toys, 
weather  vanes,  signs,  noisemakers,  musical  Instruments,  cifiar-store  Indians,  and  sundials; 
in  thc-rouud  carvings  and  sculptures  of  animals  and  humans,  caricatures  and  much  else.  Mr 
Tangcntum  has  provided  concise  descriptions  of  each  project  with  stcp-b>  -step  instructions, 
and,  where  necessary ,  suggestions  for  overcoming  problems  in  design  Projects  arc  shown  in 
photographs  and  half-scale  patterns.  You  II  also  find  expert  lips  im  selecting  materials, 
sharpening,  care  of  tools  even  how  to  teach  whittling  and  curving  skills  to  others, 

E.  J  Tangenriau,  wnudearver,  author  and  teacher,  has  hew  called  the  Moon  of  writers  on  the 
subject.  In  this  easy -to- follow  guide  he  has  distilled  years  of  experience  into  a  comprehensive, 
profusely  illustrated  manual  tbit  offers  an  almost  limitless  supply  of  creative  projects  and  the 
practical  instruction  needed  to  complete  them.  Ibis  hook  belongs  in  the  library  of  every 
vvoodcarver 

Unabridged  anil  slightly  corrected  Dover  (1994)  repubitcabon  of  die  edition  published  by 
McGraw-Hill  Book  Company,  New  York,  1976,  Index.  Bibliography  1,821  illustrations. 
192pp  9  *  12.  Paperboumi 
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